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ABSTRACT 

The intent of this study is to ecplore the musical, structural, and intervallic 

relationship between Knqrsztof Penderecki's two works for viola, the Concerto for 

Viola and Orchestra and Cadenza for Viola Solo. The Concerto for Viola is a 

twenty-minute work accompanied by full orchestra; the Cadenzafor Viola Solo is 

an eight-minute solo work. 

In these viola works, Penderecki has encapsulated the characteristics of the viola: 

the tone, technical capacity, and character. Both of Penderecki's viola works 

demand and reinforce the unique qualities of the viola. This document provides a 

performance guide to help a performer develop more insight and understanding of 

the viola's individual qualities that are represented in these pieces. 

The comparison between the Concerto for Viola and Cadenza for Viola Solo is 

discussed in three sections. First, the two works are divided into logical sections 

and compared to one another in a parametric structure chart. The musical and 

structural features discussed in the performance analysis include motivic elements, 

articulations, rhythmic ideas, dynamics. The highest tier consists of larger 

concepts, such as structure, phrasing, and sequential patterns. The lower tiers 

focus on detailed comparisons including dynamics, note patterns, and fingerings. 

These musical and structural analyses of the Concertofor Viola and Cadenza for 

Viola Solo are represented in flowcharts. These flowcharts evaluate, along an aerial 

view, similarities and dissimilarities between sections, the merging of one section 

with another, and the formal structure of the two works. 

The second analysis is a process based on applying to each pitch a specific 
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numerical value. Each pitch is assigned a designated number, and the two pieces are 

compared solely on these numbers. The numbers indicate the intervallic 

relationships of motives, phrases, and sequences of each work. The numerical 

comparisons demonstrate consistent correlations between the two works that are 

not evident through other methods of analysis. 

Finally, the Cadenza for Viola Solo is analyzed from a performer's perspective. 

These performance issues focus on certain sections that require more detailed 

guidance, inclusive of bowing technique, shifting options, vibrato, and dynamic 

considerations. 



INTRODUCTION 
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BCrzysztof Penderedd spent bis formative years surrounded by oppression, 

turmoil, and national suffering. Bom on November 23, 1933 in a small Polish town, 

he experienced with all other Central Europeans the dark horror and pain of these 

depressed and tragic times. Penderedd was raised in a Roman Catholic family, which 

allowed religion and the strong impression of the Bible to shape him: 

I was raised in a veiy religious family, and this influenced my life in living 
with the Bible, which was for me the most important book at that time. 
Then living in Poland where the religious was forbidden, of course, I 
wanted to do something for religion. I was raised as a Catholic, I wanted 
to fight against the regime, to make religion important. I became more 
and more interested in religion after so many years where it was 
forbidden. I couldnt do without it.' 

These insights are witnessed in all of Penderecki's compositional style periods. Even 

though many of his works are not based on religious material, Penderecki succeeded 

in delivering a spiritual message reflecting his struggles to find his own path. Regina 

Chlopicka best describes these fundamental elements of Penderecki's music; 

The composer's creative energy spans two objectives that seem to 
exclude each other. The first objective is the rejection of everything that 
has been known in the past, to destroy the old and ossified and to build 
fi'om the ground up his own "new wonderful world." The second aim 
is to find a place for oneself in tradition and to approach universal 
qualities.... None but the great artists have found the key to the solutions 
where originality and tradition, where artistic fi-eedom and awareness of 
cultural continuity were fused in an unprecedented and unique manner.^ 

' Robinson, "Kn^^of Penderecki: an Interview and an Analysis of Stabat Mater," 
Choral Journal 24.3 (1983): 9. 

* Regina Chlopicka, "Polish Requiem, by Krzysztof Penderedd," Polish Music 21.1-2 
(1986):3-4. 
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Although Penderecki does not include his student works in his defined style 

periods, it was these works which first introduced him to the musical world. In 1959, 

Penderecki secretly entered three of his own compositions under pseudonyms in the 

Second Competition for Young Composers held in Warsaw. The results created a 

strong place for him among the Polish avant-garde. He won all three prizes; Strophes 

(1959) took a first prize while Emanations and the From the Psalms of David earned 

second prizes (both were composed in 1958).' 

This success led his name and his works to Germany. Anaklasis (1960) for strings 

and percussion, was performed at the Donaueschingen Festival, a festival which later 

commissioned four other works by Penderecki. Penderecki states that Anaklasis and 

Threnocfy, works composed during the same year, were responsible for defining his 

first period of development: "They were the first pieces which I could call my 

music."^ Penderecki chose not to consider his student worics as his first style period 

because, "each piece was designed to solve a specific compositional problem."^ 

Those student compositions reflected Bartok, Stravinsky and others, but not 

Penderecki. 

InAruxklasiŝ  "Penderecki formulated to near-perfection his own style, and much 

of his novel method of notation... the idiosyncratic string sounds thenceforth a 

trademark of Penderecki's scores."^ Some of Penderecki's inventive notational 

'Robinson, ChoralJoumal, 3. 

'Ibid., 7. 

'Ibid., 7. 

' Wolfiam Schwinger, Krzysztof Penderecki: His Life and Work, (Mainz: B. Schott's 
Sfihne, 1989), 27. 



compositions of this first period are demonstrated in Figure 1 :7 

a) General: 
1' =raise by a quartertone 
1t =raise by a three-quartertone 

.& = top note of the instrument 
(indefinite pitch) 

• = bottom note of the instrument 
(indefinite pitch) 

'V'V'VVV'- = molto vibrato 
~ = very slow vibrato including 

quartertones 
X = very quick arhythmical tremolo 

············· = repeat note as rapidly as possible 
·-·-·-·-·- = repeat the notated pattern as fast as 

possible 
"-4"" = sawing 
>»>»»>»> = rubbing 

b) Wind instruments 
T = blow into reed or mouthpiece 
+ =strike the keys 
X = frullato (whirring, very quick 

tremolo) 

c) Percussion 
' = with triangle beater 
,- = with drumstick 
/l =with timpani stick (with soft head 

for vibraphone) 
-"' =with wooden hammer 
.X =with wire brushes 
,;/' =lay stick on skin and hit centrally 

with another stick 
A' =hit skin and rim together with one 

stick 
.# =on rim. 

d) Strings 
s. t. = sul tasto (on the fingerboard) 

s.p. = sul ponticello (near the bridge) 
c.l. = collegno (with the wood of the bow) 

l.batt. = legno battuto (struck with wood of 
- bow) 

Fig. 1. Notational Indications, KrzysztofPenderecki, Anaklasis 
<9 1960 by Moeck Verlag <9 renewed All Rights Reserved Used by permission of European American 
Music Distributors Corporation, sole U.S. and Canadian agent for Hermann Moeck Verlag 

7 KrzysztofPenderecki, Anaklasis, ( Gennany:Hermann Moeck, 1960), 3. 

11 



Figure 2 demonstrates the above symbols as they are employed in Penderecki's 

compositions:8 

,. ........... -
:-----·-- t ..... ...~.~.~.W~....t.~.-...~..f_lJ........I..},~-..~L 1".,. 
I 

t.be«. •reo piaL I 

I ,.... ---------- ---.- --- --- -t+---'*t~}lj&-l ..;;.++-!~+~·~~ •.;,;,;.;;;;.t.ute~: 

,.... ....... _ 
r 1 r + 

,._ ...... -
..!~------- ...,.,.tr-t:-•+-: -t--~ll-1.ftjl~~---;--4-t-= ...... ~---...:. 

I 

1 ..... ...--

I fi!Ttti 1 

I 

;IS" 

Fig. 2. KrzysztofPenderecki, Threnody, mm 8-9. 

Anak/asis' partner in this evolution of notation, Threnody, was dedicated to the 

victims of Hiroshima. Penderecki' s own words describe this unique work: "I was 

obsessed, that my music be completely different from any I had ever heard. It was! 

Wolfram Schwinger, Krzysztof Penderecki: His Life and Work, 21. 

12 
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You know, in 1959, in 1960, with Threnody, a completely new style occurred."9 

Threnody was described by critic Karl H. Womer as "a profoundly disturbing piece 

of apparently hopeless cataclysmic atmosphere in a highly individual technique of 

composition and instrumentation. "10 A few special effects used in Threnody, never 

seen before in notation, are shown in Figure 3: 11 

A 
1·6 ; •.•.. ····- · · g : ------------------.... _... ... ;-------------_..... .... 

·--------~--------------~------------7·12 ; .••• • . . .... : .. . ... . ...••• . . : _ _ u_ ...... ,~ ~ 
~ 

I 
! . ·---------------------------~-----13·11~ ------·· -··----~---..!'!;_ aa;f ...__._....._._ 

~ . . ·-----~~------------' 
19·24 ~--· .· .. ···············-·---- ·~----: ••.•• . .-.......••••••••.• • u-..___ ••;.t 

; ~-------------------~------~--~----~~: ----------------~ 1·5 ;,!!__ .... ;.! 

~10 ~-- ·· · · ·-------- ~ --; •••.• ~ ! ________ ~----~--~---..... ~~,/~---~~~~~~ 

: •------~----~------~----~------------------1·5 ~-----·---·-----~: · f ·-· 1[_ ..... ;.t 

6·10 :-- · ···----···-- --- ·-.-······-----·········-~ - --- .:'~--- - -· -- •.• t---..... -. .~---------~ 
; . : 

A . . 
: // 

1·-4 ,········-·· · ·· -

: A s-a ~--- .••• - •••.••.• . ••• - ••..•. - . . . .. •• -..u.._---------..... -;-.1---------~ 

; 11" 

Fig. 3. Krzysztof Penderecki, Threnody, mm. 1-2. 

e Ray Robinson, Krzysztof Penderecki: A Guide to His Works, (Princeton, New Jersey: 

Prestige Publications, Inc., 1983) 10-11. 

10 Schwinger, KrzysztofPenderecki: His Life and Work, 28. 

11 Ibid., 125-127. 
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In Threnody, (Figure 4) 12 it is written that fifty-two different instruments are 

to be playing several notes at the same time for thirty seconds. When interviewed 

about this following notated example, Penderecki responded: "It is also a kind of 

shorthand really because I needed fifty-two different staffs to do it. This way I was 

able to do the same thing with only two lines." 13 

nv 
----------------'; ~----------------------0~. 

;iU~================================-----------------~ ; 
I 

I 

1 ·24~r~:~~~ ~~·;~4~~~ee~~~~~ 
I 

. ···-HO~.~~~~~ 
; .. ·- . 

1·1 . , ..;...,...-t.t,!f•! 

I 

~ 30" 

Fig. 4. KrzysztofPenderecki, Threnody, measure 70. 

Penderecki's Dimensions of Time in Silence (1956/60), written between Anaklasis 

and Threnody, expanded his unique notation even further as he exploited and 

employed techniques for the human voice, techniques which had previously been 

used only with strings. Ironically, Dimensions of Time in Silence is the only vocal 

12 Schwinger, KrzysztofPenderecki: His Life and Work, 128. 

13 Robinson, Choral Journal, 10. 
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work of Penderecki' s that does not use text, and yet he stretched the limitations of 

music history. 14 As stated by Penderecki: "It was the first piece, really, that used 

all types of sound that the chorus can produce." 15 Figure 5 is an example from 

Dimensions of Time in Silence which displays Penderecki's notation for voices, all 

singing consonants: 16 

ITKIDIPXDTPtiJrDG DIJTPG ....... 1 +-1 +-+1 1-+1 +-1 +-+! 1-+-1 +-+1 !-+. I +-1 +-+!1 +-1 +-1 ----=-· --4-".: t:.l! I I I 
u,_,.. :. 

: ~ D X I T P t 

: \ ,, I I ! I I 

a IPKTD 

A !I ll I 
OIPKTD 

I II Ill 
. :DlPGDIKTG I Q K T P II :'D 

J·l I I ;1 r I 
~IPJitTD 

~-~;f ·J I I I I 
CPTPKD 

)'IIIII . : "'I ill IIIII! ·II_,_ • I : 

·· .. : : 
· .. : : 

\ a I P K T D 

••f .Jl l_.'! ! 
··g P T I K D 1' 

HIll .!-"~ · ... : 

: G T IC I D a P IC D C D K I a :p T 
1K T D PI ~ 

·--rl-+1-+-1 +-1 +-+I 1-+-! +-I l,___4
f'...j....4_ J !4-! +--+! ... 14-l -•-s ti I I I t 

.11-~ 
IC T D ~P i C 

: I "''" L'! I 
I v 

: DKPGDIKTC DIPTKCI. : IITKPDG 

...... ; p 0 I K D 

I I I I I f~ 
T P G ~I it D 

I I I : ___ ! ,.i! I 
~TKP I G 

I II I I I 

·. .. . 
\ If': T ! 

t±: 

··~.-+1-+-1 +-1 +-1 HI -+!+1 -1-j --~j 1~1 4-l H-11 4-l ;...__; -&·II I I I II 
·.u_,.. IT K P D G DTKPIG 

i·11 1111 I II II I 

Fig. 5. KrzysztofPenderecki, Dimensions of Time and Silence, nun. 46-47. 
© 1961 by Moeck Verlag © renewed All Rights Reserved Used by permission of European American 
Music Distributors Corporation, sole U.S. and Canadian agent for Moeck Verlag 

14 Schwinger, KrzysztofPenderecki: His Life and Work, 194. 

15 David Felder and Mark Schneider, "An Interview with KrzysztofPenderecki," The 
Composer 8, 
(1976-77): 8. 

18 Schwinger, KrzysztofPenderecki: His Life and Work, 196. 



The First String Qucartet (I960), Pofymorphia (1961), Flourescences (1962) and 

Kanon (1962) were next to follow this track of Penderecki's compositions, 

embracing new dimensions and expectations of new devices. Penderecki said of these 

works; "I think that in those pieces I tried to explore all possibilities - not only to 

find my own style, because, of course that was the foremost thought I had in mind, 

but also to try and find new techniques, for chorus, strings and all instruments."'̂  

Penderecki believed that with the completion of Flourescences came the end of his 

instrumental experimentation; "I couldn't go and explore anymore," stated 

Penderecki, "I didn't see any more possibility for developing the things I was doing 

at that time."'* Flourescences is considered to be Penderecki's bridge fi-om the first 

to second compositional period. 

Penderecki's first page of Flourescences, as seen in Figure 6, includes a pianist 

rubbing then "sawing" the inside of the instrument, percussion instruments making 

sounds on iron, glass, wood and a thundersheet, horns blowing their lowest note, and 

lower strings being bowed on their tailpieces, (all of this occurring in forty-two 

seconds);" 

" Felder, The Composer, 8. 

"Ibid., 9. 

'* Schwinger, Krzysztof Penderecki: His Life and Work, 143. 
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0 0 G) 0 
Cr IIi lt ,, ... 
Tn ·y Tb t ·Z .fly ... , 

I Ltr [• 
"S 

I 
11 Vtr (• 

JT 

Ill Cro : I 

V Fro j; .......... ,u·---··· _L IV Rgl -"__j' 
VI Lsn 

r ••••• W .... a • • • • ......... J. W C. I •• a I. .... ,. 

• ············.········· ·······=r I 

1•4 ;-"· 
Vc , .. ·r· 

l•l ;.-
Vb t"• ... 

n ... '7 .. 

Fig. 6. KrzysztofPenderecki, Flourescences, mm. 1-5 
© 1962 by Moeck Verlag© renewed All Rights Reserved Used by permission of European American 
Music Distributors Corporation, sole U.S. and Canadian agent for Moeck Verlag 

This period of compositions in Polish music is coined Farbmusik (color-music), 

"in which a distinctively experimental, avant-garde idiom produced new instrumental 

and vocal timbres. " 20 Penderecki' s development of the notational symbols needed to 

dictate this avant-garde idiom became part of the "musical language of the 1960's." 

These notational devices, or to quote Penderecki: "these musical short-writings,"21 

20 Robinson, Krzysztof Penderecki: A Guide to His Works, 5. 

21 Robinson, Choral Journal, 10. 

I 

! 
I 
I 

I 
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are currently used by composers throughout the world. 

However, Penderecki did have other compositions during this second stylistic 

period that were not considered experimental. Written in 1962, the same year of 

Flourescences and Kanon, Stabat Mater emerged, a work which incorporated 

structures and techniques of the past. "My models in Stabat Mater," stated 

Penderecki, "were the early Netherlands School ofOckeghem, Obrecht, and 

Josquin." 22 Penderecki clearly explained his approach to this contrasting work: 

"The solution to my dilemma was not to go forward and perhaps destroy the whole 

spirit of music as a result, but to gain inspiration from the past and to look back to 

my heritage. "23 Figure 7 depicts a more traditional approach in notation and 

composition than other works of this second period: 24 

C:Uftll ail hinc: e· ai • re i _...._ .--
s 

-.r 
J' hinc: e•ai - re .. Chri • ale. c:um til hinc: e • 

A 

I 1 I 
, . - .. ,. . . 

Ovl- ale, 

T 

" I CM ~~ •. !f ~~ hinc: e i ai • re. 

B 
.I 

Chrl-ate. c:um til hinc e-•• • re. 

-.f I 
a hine e•ai - .•. 

II --r-y· II" I -· .. 
Chrl - tte. ... . . 
,. 

J '/ ~. Chrl •••• hinc: e ai • re . 

.f 
Fig. 7. KrzysztofPenderecki, StabatMater, mm. 90-94. 

22 Robinson, Choral Journal, 15. 

23 Antes Orga, "Penderecki, Composer of Martyrdom," Music and Musicians 18, (1969): 39. 

24 Schwinger, KrzysztofPenderecki: His Life and Work, 198-199. 
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Penderecki continued to nurture his interest in instrumental sound sources as well 

as to cultivate the possibilities of vocal sonorities during this second stylistic period. 

This drive to expand and explore music produced some of his most important choral 

works: StabatMater (1962), St. Luke Passion {\965i66). Dies Irae (1967), Utrenia 

(1970/71), saA Kosmogortia (\910).̂  

St. Luke Passion was premiered on March 30, 1966 at the Cathedral of Miinster, 

Germany. This premiere caused Penderecki to be recognized as one of the 

"innovators and creators of the twentieth-century music."^* Wolfram Schwinger, the 

critic, claims this date to be "among the significant dates in the history of music."" 

In form, St. Luke Passion can be seen as a work resembling a Baroque passion. 

Penderecki employs forms of this period, such as the passacaglia. J.S. Bach is 

represented on several levels in this work. Penderecki's style of composition is 

permeated by the great master. The 12-tone row Penderecki uses is based on the 

"motif Bflat-A-C-B (in German notation, B-A-C-H) in homage to Bach" Figure 8 

displays a twelve-note row that contains only minor seconds and minor thirds. 

Figure 9 shows the second note-series, which incorporates the motif B-A-C-H.^ 

Fig. 8. Krzysztof Penderecki, St. Luke Passion, Series 1 

" Robinson, Krzysztof Penderecki: A Guide to His Works, 7. 

^Ibid.. 3. 

"Ibid, 4. 

" Schwinger. Krzysztof Penderecki: His Life and Work. 203. 

1 2 3 4 5 6 7 8 9 10 11 12 
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t 2 3 4 5 6 7 8 q tO t t 12 

·- n#n 8 511' 8 II 
II Ia II a~e 

0#~ 
B A c H 

Fig. 9. Krzysztof Penderecki, St. Luke Passion, Series 2 

Penderecki felt his search for new sonorities in his vocal music had been exhausted 

with the completion of Canticum Canticorum Salomonis ( 1970/3) and Magnificat 

(1973/4). The Magnificat, written in Penderecki's fortieth year, allowed him a path 

toward closure of his second stylistic period. Though Penderecki relied on musical 

devices of old masters for the Magnificat, they by no means limited this 

composition. As he had incorporated techniques of the past for Stabat Mater, he did 

with Magnificat, "diversifying and further extending his compositional technique and 

intensifying his expressive powers."29 And so, by Penderecki's evaluation, the 

Magnificat concluded his second stylistic period: " .. . 1 reached the point where I 

could not go forward and continue the same style. " 30 

The closure of Penderecki's second stylistic period reveals the composer 

expanding and embracing expressive melody lines, lyricism, and dramaticism. 

Wolfram Schwinger states, "The composer has moved from the realm of tonal planes 

to the realm of melody. "31 The second stylistic period embodies a vast collection of 

literature. 

29 Schwinger, KrzysztofPenderecki: His Life and Work, 226. 

30 Robinson, Choral Journal, 9. 

31 Wolfram Schwinger, KrzysztofPenderecki:List of Works, (Mainz: B. Schott 's Sohne, 
1980),11. 
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The Awakening of Jacob for Orchestra (1974) opened the gate to Penderecki's third 

compositional style, utilizing "elements of melody and harmony as serious devices. "33 

Confirming Penderecki's new style were works such as his Violin Concerto of 1977 and 

the spiritual opera, Paradise Lost (1975-1978). Figure 10, (Paradise Lost) displays 

Penderecki' s new style, followed by an explanation by Schwinger: 

r-J-

2U 

Ill 

0 
0 

I~ Bild! 
r•- rn- ~.., lcwe. 

~ Jlild! 

r•- CH- ..., loft, 

Fig. 10. KrzysztofPenderecki, Paradise Lost, Act 2, scene 5. 
<0 Copyright 1978 by B. Schott' s Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne. Mainz 

The master of sophisticated noise and expressive clusters 
has at last become a passionate melodist, pouring out inexhaustible 
streams of melismatic cantilena, as in the love-duet of Adam and Eve 
beneath the tree whose forbidden fruit they will shortly eat. 34 

A few years after the completion of Paradise Lost, P~nderecki composed two works for 

the viola: the Cadenza for Viola Solo and Concerto for Viola and Orchestra. 

33 Robinson, KrzysztofPenderecki: A Guide to His Works, 1. 

34 Schwinger, KrzysztofPenderecki: His Life and Work, 262. 
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Penderecki's Concerto for Viola and Orchestra and Cadenzafor Viola Solo 

Krzysztof Penderecki's Concerto for Viola and Orchestra and Cadenzafor Viola 

Solo fall into his third period of composition. Penderecki received a commission for 

Simon Bolivar's bicentenary in 1983. Simon Bolivar, called 'The Liberator,' was a 

South American soldier and statesman, who was the principal leader in the struggle 

for South American independence from Spain. Penderecki spent a few months at his 

home in Poland writing the Concerto for Viola and Orchestra, whilst "planting trees 

from all over the world in the park of his country house."" The Concerto for Viola 

was premiered in Maracaibo on July 24, 1983 by Jose Vasquez, with Eduardo Rahn 

conducting." 

The Concerto for Viola consists of one large and lucid movement, similar to his 

Violin Concerto of 1977 and Second Cello Concerto of 1982. The viola begins alone, 

surfacing from nothingness, playing a haunting filing minor second. Penderecki's 

favorite interval is then repeated, searching for relief from the tension." Throughout 

the concerto Penderecki omits barlines for cadenza sections, allowing for free 

interpretation and to isolate the sounds from structure. Once the viola has 

established the opening Lento, barlines are added. The orchestra slowly enters, 

creating a foundation of harmony. The viola, however, continues to struggle with the 

tension of the minor second until the first climax, thirteen bars after the orchestra's 

** Schwinger, Krzysztof Penderecki: His Life and Work, 108. 

"Ibid, 187. 

''Ibid., 188. 



entrance. 

A deep breath for the viola before the next cadenza... then a harsh, angiy C string 

entrance, the most gripping string on the viola. Again the falling minor second pleads 

through the accents and heavy bow strokes. The dissonance increases as chords are 

written with minor seconds and suspensions slowly climbing the register of the 

instrument. There are brief instances of escape with running triplet figures, but 

without haste they find a path leading to more tension. The climax begins as the 

viola, with long, biting strokes, pulls again and again against a single eighth note. 

Slowly and effectively, Penderecki adds additional notes to each chord and slows the 

harmonic rhythm. The tension increases until the final moment when the orchestra 

joins the soloist to take over the climax, leaving the viola holding a long, tired D. 

Schwinger says at this point; "The Prologue is over; it is time for the main 

movement."" 

The main section consists of consistently sharp and biting articulation, if not in 

the solo voice, then in the orchestra. Penderecki creates a drilling forward motion in 

the solo viola line which, throughout this section, utilizes all elements of the 

instrument; the gripping C string to the flight of the chasing triplets on the A string 

to the abrupt string crossings. Seen clearly in this section is Penderecki's grasp of 

how the viola works and performs as an instrument. The challenging passages have 

been chosen carefully for the viola in terms of fingerings, placement of passages on 

the instrument, articulation, possible colors, etc. As a string player would say, this 

work falls effortlessly under the fingers. For these reasons this work is extremely 

valuable to the viola literature. The main section closes as the viola solo moves into 

"Schwinger. Krzysztof Penderecki: His Life and Work. 188. 



another cadenza. 

This cadenza is very chromatic and difficult. The style is quite eclectic: snake-like 

slitherings followed by tricky crisp thirds that mold into fluid string crossings that 

quietly die away to form a silence. The solo viola then grows from nothing into a 

wild string crossing Vivace which is met with equal vigor by the orchestra. 

The final material is an exchange of ideas and techniques between the orchestra 

and viola until the summit of the climax. The mood then cahns, and the remaining 

bars are a remembrance of the beginning, of nothingness. 

Penderecki conducted the first performance in Leningrad of this Concerto for 

Viola on April 21, 1984. The soloist in Leningrad was Grigorij Zyslin, a 

violinist/violist known for his fine interpretation of Penderecki's Violin Concerto. 

Penderecki, so impressed by this Leningrad performance, composed an 

unaccompanied viola piece entitled Cadenza for Zyslin. Zyslin premiered the 

Cadenza for Viola Solo on September 10, 1984 at the country home of Penderecki in 

Luslawicw, Poland." 

The Cadenzafor Viola Solo can be seen as an "appendix" to the Concerto for 

Viola. The Cadenza for Viola Solo is only eight minutes in duration and is 

unaccompanied. However, many of the same techniques and several motifs of the 

Concerto for Viola are employed in the Cadenza for Viola Solo. Even though there 

are similarities, the Cadenza for Viola Solo is by no means a clone or lesser work that 

is unable to stand alone. The Cadenza for Viola Solo's construction echoes many of 

the musical and structural features found in the Concerto for Viola, but moves further 

" Schwinger, Krzysztof Penderecki: His Life and Works, 187. 
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to expand and embellish them. 

Penderecki's Cadenza for Viola Solo is a work which requires much mental 

concentration and technical skill. The performer must be able to maintain the high 

level of intensity and excitement which permeates the work. Again, as with the 

Concerto for Viola, it must be noted how well the Cadenzafor Viola Solo navigates 

the finger board. Any performer would be able to pardon the diflBculty of the piece, 

because the written notes, phrases, articulations, and colors are so well matched to 

the viola. "The result is a piece in true caprice manner that sounds impressively 

virtuosic rather than being just downright difiBcult!"* 

Penderecki is still active today in the pursuit of combining his vision for the 

future with his reverence for the past. The following words express his belief in 

music; "The general principles at the root of a work's musical style, the logic and 

economy of development, and the integrity of a musical experience embodied in the 

notes the composer is setting down on paper, never change. The idea of good music 

means exactly what is meant always."* Penderecki will continue to cultivate new 

ideas and fi'ontiers in his music, just as he will always be known as the liberator of 

sound. 

Michael Newman, "Cadenza for Solo Viola," STRAD. October 1988: 817. 

Orga. Music and Musicians, 34. 



26 

PARAMETRIC STRUCTURE CHART 

The Concerto for Viola was the stepping-stone for the Cadenza for Viola Solo 

on many levels. The two pieces of music are divided into logical sections and 

compared to one another within a parametric structure chart The musical and 

structural features discussed include motivic elements, sequential patterns, rhythmic 

ideas, etc. The process of comparison begins through the dissection of the Concerto 

for Viola - finding patterns, motivic elements, etc., and then following the same 

procedure for the Cadenza for Viola Solo. The materials of the two works are 

compared, section by section, applying a fundamental chart to configure an overview 

of both works. The fundamental chart provides a paradigm of measurement for both 

works. Each musical section is applied to this chart so that a consistent analysis and 

evaluation of the separate works is executed. This initial analysis provides a solid and 

consistent comparison through the juxt^xisition of the Cadenza for Viola Solo and 

Concerto for Viola. From this framework, evaluation of both works is established 

through tiers of musical components. The highest tier consists of larger concepts, 

such as structure, phrasing, and sequential patterns. The lower tiers focus on 

detailed comparisons including dynamics, note patterns, and fingerings. Since the 

Concerto for Viola is twice the length of the Cadenza for Viola Solo, a flowchart 

provides a parameter for evaluation that remains ccmsistent, in spite of the dissimilar 

lengths. This flowchart will help to evaluate, with an aerial view, similarities and 

dissimilarities between sections, how sections merge with another, and the structure 

of the Concerto for Viola and Cadenza for Viola Solo. 



NUMERICAL CHART 

The next demonstration focuses exclusively on the similarities found between 

the two works. The corresponding passages of the Cadema for Viola Solo and 

Concerto for Viola are dissected through the use of numerals. The assessment is on 

a intervallic level, applying to each pitch a specific numerical value. Once each pitch 

is assigned a designated number, the two pieces are compared solely on these 

numbers. The numbers indicate the intervallic relationships of motives, phrases and 

sequences of each work. This method of using numerical correlations supports the 

statement that the Cadenza for Viola Solo is indeed a derivative of the Concerto for 

Viola. 

Key for numerical analysis; 

0  1  2 3  4 5 6 7 8  9  1 0  1 1  1 2  
C  C #  D  E b  E  F  F #  G  A b  A  B b  B  C  

1 3  1 4  
C #  D  

Chords are marked from top to bottom 8/9/1 = Ab 
A 
C# 

Treble Clef is marked with a * (begins) 
•» (ends) 

Rests are marked by spaces between numbers and lines 

1.2.3 4.5.6 7.8.9 

32 Note gestures/flourishes are marked by (...) 

o o 
Harmonics are marked by circles 1.2.3 
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PERFORMANCE ANALYSIS 

The last stage of analysis applies a performer's perspective to each secticm, 

primarily focusing on the Cadenza for Viola Solo. The most relevant features 

discussed will be suggested fingerings and bow techniques throughout the Cadenza 

for Viola Solo and a few passages in the Concerioybr Vio/a. Certain musical 

sections will require more detailed guidance, inclusive of bowing technique, shifting 

options, vibrato and dynamic considerations. Each section provides specific 

challenges for the performer, which will be addressed. 
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SECTION I 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

The viola begins alone, playing a falling minor second. This permeating interval, is 

then repeated, searching for relief from the tension. In both the Cadenza for Viola Solo 

and Concerto for Viola Penderecki has omitted barlines, allowing for free interpretation 

and to isolate the sounds from structure. The viola in both works continues to struggle 

with the tension of the minor second until the first climax. This opening section can be 

seen as a stranger entering into a new world, lonely and empty, who slowly finds hope. 

The Concerto for Viola opens with this passage shown in Figure 11: 

Lento 
quasi r~citativo 

s~oa t •8 t ,,zQzJ :W '·•I;b t 1'P B , ® '·r , ;D : 
p ~spr. 

Fig. 11. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 1-5. 
~Copyright 1987 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section I for the Concerto for Viola: 

Section I 

lilSltiictaigi 

Bartines marked 
after a brief free 
introduction 

Time signature marked 
after a brief free 
introductbn 

No key 
Signature 

Motives 

I Irtfervais 
Opens with motivic 
f igure of a descending 
minorsecond-
repeated 

Nbte darkens 

Cor̂ istent eighth 
notes and quarter 
notes 

Vsgiattons 

Ascending 
minorsecond 

Musical Elements 

1 Phrasing • ^empo^hythrnj 

Very long, 
One climax at end of 
section 

Use of all 
strings 

Lento 
quasi redtath/o 

1 Dynamics Artfculaiions 
Marked p. espr. slurs (2 note) 

Legato bow 
strote 

Treble clef in middle of 
section 

Performance Analysis 

Mhgerfngsi 

Begin on the C string 
End section on the 
A string 

Aillcdafibfl: 
Very piadd 
Fast vibrato at 
endofsectbn 

J 
Effective...mostof 
the descending minor 
seconds are slurred 



These musical elements appear only in the Concerto for Viola: marking of quasi 

recitativo in the opening bar; Poco a poco crescendo; time signature. 

The Cadenza for Viola Solo opens with this passage shown in Figure 12: 

Lento 

e!pl'. 

poco a poco cresc. 

Fig. 12. Krzysztof Penderecki, Cadenza for Viola, lines 1-3. 

31 

©Copyright 1986 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott' s Sohne, Mainz 
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Following is a fundamental chart of Section I for the Cadenza for Viola Solo: 

Section I 

I Sftucture | 

No barlines No time 
signature 

No key 
signature 

Motives 

{ Intetvate 

Opens with motivfc 
figure of a descending 
descending mimr 
second - repeated 

Ndte^duritions 
Consistent eighth 
notes and quarter 
notes 

Musical Elements 

Very long 
One dimax in middle 
of section 

Use of ail the 
strings 

{iPynamlGS 

Marked p. espr. 
pocoapococresc. 

lArttcuf^ibnsC 

f Variattons 
Ascending 
minorsecorxl 

Lento 

decrescendo markings 
slurs (2 note) 

Tret)ie def in middle of 
section 
Section I merges into II 

Perfonnance Analysis 

Fingerings 

Begin on the C string 

Articui^n 

Very placid Effective...mostof 
the descending minor 
seconds are slurred 
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These musical elements ̂ pear only in the Cadenza for Viola Solo: absence of time 

signatures and climax; deciescendo markings; music merges into the next section. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* Opening is a motivic figure of a minor second, consistently repeated 

* First ten notes identical 

* No key is dictated 

* No barlines are given the first two lines 

* The tempo of Lento is written 

* The dynamic marking of p, espressivo is given 

•TreWecIef 
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SECTION I 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section I: 

Line 1 

Line 2 

Line 3 

Line 4 

Line 5 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, Section I: 

Line 1 

Line 2 

Line 3 

Observations: 

The nimierical representation of the Viola Concerto and the Cadenza for Solo Viola 

demonstrates the extensive use of small intervals in Section I. The motivic falling minor 

second, though depicted in several registers, is a consistent feature in both works. The 

following example will demonstrate how frequently the Cadenza for Solo Viola mimics 

the Viola Concerto in the first section. 

8.7 8.7 8.10.9.10.8.7 1.12.11 12.10.9. 1 11.12 

1,3,2 3.2.8.7.5 6.4.8.7.6 7.5.4.5.4 3.2 

3.2 2 3 5 4j5 ^ 8,7,6 7 5^ 10.9 

13.12.11 12.10.9 13.12.11 •5.3.4.2.1 5 .3.4.8.7 

5.6.8.7 5.4 6.7 8.10.9 7.8 10.9 1** 

8.7 8.7 7.8.10.9.10.8.7 7.8.10.8.10 8.7.1.12.10.12 

10.9.1 11.12 1.3.2 8.7.6 7.5.4.5.4.8.6.7 8.10.9.10.9.3 

2.0.1 11.10.9.*3.2.0 1.3.2 3.2.8/9.10.7.6 7.5.4.5.4 
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The first two lines of the Viola Concerto are shown with numerical representation. 

The identical flgures present in the Cadenza for Solo Viola are boxed; 

Line 1 

Line 2 

8,7 8,7 8.10.9.10.8.7 1.12.11 12jl0.9.l| 11.12 

3.2.8.7.5 6.4 8.7.6 7.5.4.5.4 3.2 

As both sections enter treble clef, similarities are also present The Viola Concerto is 

shown with numerical representation. The boxed numbers represent identical figures 

present in the Cadenza for Solo Viola. Note the frequency of boxed pitches: 

Line 4 

Line 5 

13,12,11 12,10,9 13,12,11 <5.3.412.1 

5.6 8.7 5.4 ETT] [8.10.91 7.8 

8*7 

10.9 3«* 

Following is the Cadenza for Solo Viola shown with the numerical representation. 

The boxed numbers represent identical figures present in the Viola Concerto-. 

Line 3 2.0,1 II.IQ.9.*3.2.0 {1.3.2| |3l2lj8/9.10||7r(^ 7^5.4.5.4 

Note that the both treble parts begin with descending figures. The 1.3.2 in the 

Cadenza for Solo Viola represents the same intervallic relationships in variation as the 

5,3.4 in the Viola Concerto. Within each note grouping, there is no greater interval 

than a major second, with only one exception in the Cadenza for Solo Viola 

*3.2,0. which seems to be an figure independent from nhtViola Concerto. 
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Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The mood set at the opening must be mysterious. The C string is required for 

fingering in order to draw a richer tone. Intense vibrato throughout the first line is 

crucial. There is so much stillness written into the music that a lack of vibrato would 

certainly kill the flow of the line. The bow must never play the interval of the minor 

second in a placid manner. The emphasis in the bow should be placed on the first 

note in each pattern of falling seconds, using greater speed on this dissonant note, 

rather than added pressure. The tension of this minor second interval is created only 

through emphasis on the 'suspension' note, and so all the variables (vibrato, bow 

speed) must be ^plied in order to be effective. Just intonation should be applied to 

the interval of a minor second, making the interval as close as possible. The closer 

the interval, the greater the tension. 

Both works reach a summit, after deliberate, almost methodical pacing. In order 

to sustain the mood, as well as crescendo to the first climax, the violist must have 

substations of dynamic elevations. In other words, the performer should have a map 

of dynamic intervals throughout this first section. Both speed and fluctuating vibrato 

will also contribute to effective dynamic building. The fingering through most of the 

first section can include several options, but personal taste will dictate these. 
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SECTION II 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

The second section is an experiment in sequential building. The viola begins the 

section with dissonant minor seconds and completes the passage with repeated patterns 

of dissonant chords. The Concerto for Viola has a more developmental quality, as it 

takes much longer to reach the climax. In the Cadenza for Viola Solo, the viola is given 

several 32nd-note gestures which imply a flourishing readiness to reach a solution to the 

dissonance. The three chords used to reveal the climax display a tremendous use of the 

viola's "crying" quality. The three chords employ all strings and are repeated to ensure 

the listener is paying attention. 

The Concerto for Viola Section II: 

Fig. 13. KrzysztofPenderecki, Concerto for Viola and Orchestra, lines 6-9. 
© Copyright 1987 B. Schott' s Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott 's Sohne, Mainz 
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Following is a fundamental chait of Section II for the Concerto for Viola: 

Section H 

Cadenza passage 
Nobartines 

No time signature No key signature 

Motives 

Chromatic 
Sequential half-steps 
Many chords 

N(^duratidn3 

Bghth notes 
Eighth note triplets 

{ Viariiatlonsj 
Each small climax 
leads to a falling 
minorsecond 

Musical Elements 

Each phrase 
(approx. 3-5 beats) 
leads to a minor second 

Use of ail strings 
Switches from alto to 
treble clef several times 

Very free - allows time 
for chord arKi 
dissonance resolution 

Marked R>r(l9 
throughout 

Artlculatlonsi 

Pesante 
Lyric in that the chords 
have a final destination 

I - Qteer I 
Technique of sustaining 
a pedal whilst other 
notes are played 
simultaneously 

Perfonnance Analysis 

Must analyze where 
the chords lead 

I Articiiiatiort 
The bow is the focal 
point - the chords must 
be articulated as 
one note 

I - Bowings 
The falling minor 
second should always 
be down, up 
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These musical elements appear only in the Concerto for Viola: a much longer section in 

eighth-note triplets; a brief sixteenth-note passage leading into the next section. 

The Cadenza for Viola Solo Section II: 

Fig. 14. KrzysztofPenderecki, Cadenza for Viola, lines 4-8. 
<0 Copyright 1986 B. Schott' s SOhne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's SOhne, Mainz 
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Following is a fundamental chart of Section II for the Cadenza for Viola Solo 

Section II 

No key signature No bariines No time signature 

Motives 

f silntervats j ĵ teiduraions 
Chromatic 
Sequential half-steps 
Many chords 

Bghth notes 
Eighth note triplets 
Running 32nd notes 

Each small climax leads 
to either a chord or note 
sequence, which 
irK:iude a minor second 

Musical Elements 

Phrasing 
Each phrase leads to a 
chord containing a 
minorsecond 

RangeHlmbre 
Use of all strings 
Switches from alto to 
treble back to alto def 

fiempo/Rhythm 
Very free -
the 32nd note gestures 
are played more as a 
fk)urish 

Oynamfcs 
Mari<ed Forte 
throughout 

Artrculattor̂ s 
Pesante 
Lyric in that the chords 
have a final destination 

Technique of sustaining 
a pedal whilst other 
notes are played 
Repetition of motives 

Performance Analysis 

I Ftng^ngs 

No chord falls easily 
into the octave hand 
placement 

I Artfcutatfon 
The bow is the focal 
point - the chords must 
Be articulated as 
one note 

Sowings 
Minorsecond eighths 
should be down, up 
Quarter minor seconds 
should be down, down 
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These musical elements ̂ pear only in the Cadenza for Viola Solo: 32nd-note gestures; 

more phrases lead to a semi-climaxing chord. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* No bailines, time signature, or key signature 

* Intervals - sequential half-steps, chromatic motives, many chords 

* Several small climaxes leading to either a chord note or sequence which 
includes a minor second 

* Alternation between alto and treble clef 

* Marked Forte throughout 

* Technique of sustaining a pedal tone while other notes are 
played simultaneously 



SECTION n 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section II; 

Line 6 2I2.3I1AI2. 3I2AI2, 

Line 7 10/9. 9/7/10. 9/8/11. 9/7/10. 9/6. 10/7/9.9/5/10. 9/11. 
9/12.9/1.8/2.*2/3.2/S.2/6. 1/7.1/8.0?^ 
2/3.1. ll.ldV 12/13.11.9 

Line 8 8. 2.1. 7.6. 12.11. 5.4.3.* »9.8. 2/2.3/2.4/2. 
9.8. 2/2.3/2.4/2. 6/2/5. 5/2/6. 9.8. 

Line 9 2.3.4. 7.6.5. 11.10.9. 3/2.2/3. 4. 10.9.8.7. 13.12.11. 
5.6.7.*1.0.6.5.4.3.9 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section II; 

Line 4 

Line 5 

•4/2.2/2.3/2.5/8/7 Line 4 

Line 5 4/2.2/2.3/2.5/2.4/2.5/8/7.4/2.2/2.3/2. 10/11.9.7. 8/9.6.5. 

Line 6 

9/10.7 8/9.6.5. 10/11.9.8. 11/8/10 

Line 6 •• (...) 11/8/10. 10/9. 3/4. 2 r...) 3/4. 2 

Line 7 Line 7 f...) 0/2/7. 1/2/8/7. 13.10.9.8 11.12. 6.5.4 0/2/7. 

Line 8 

1/2/8/7. 1.0.10 

Line 8 5.4.10.9 .3.2 0/2/7. 1/2/8/7. 2/8/7. 11.13. 2/8/7. 2/8. 
11.1. 7.6,5 
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Observations: 

The numerical representation of the Viola Concerto and the Cadenza, for Solo 

Viola demonstrates the extensive use of small intervals, sequences, and repetition oi 

motives in Section II. The motivic falling minor second, though depicted in several 

registers, is a consistent feature in both woilcs and will continue to dominate the 

comparisons. The following examples depia the frequency with which the Cadenza 

for Solo Viola mimics the Viola Concerto in the second section. 

The first few lines of Section II in the Viola Concerto are shown with numerical 

representation. This figure of notes boxed (all containing the numeral '2') is found in 

variation throughout this section in the Viola Concerto and the Cadenza for Solo Viola. 

The boxed motives are not identical, but are variations of each other. The cadenza 

sections containing this motive are shown beneath the Viola Concerto and are boxed. 

Viola Concerto: 

Line 6 

Line 7 

Line 8 

2I2,3I2AI2, 3/2.4/2. 

10/9. 9/7/10. 9/8/11. 9/7/10. 9/6. 10/7/9.9/S/lO. 9/11. 
9/12.9/1.8/2.^2/3.2/5.2/611 1/7.1/8.0/9. 
2/3.1. 11.10. 12/13.11.9 

8. 2.1. 7.6. 12.11. S.4.3.»*9.8.l 2/2.3/2.4/21 
9.8.12/2.3/2.4/2.16/2/5. S/2/6. 9.8. 

Cadenza for Solo Viola: 

Line 4 44/2.2/2.3/2"]5/8/7 

Line S I 4/2.2/2.3/2.5/2.4/2.^/8/7.^/2.2/2.3/2. 110/11.9.7. 8/9.6.5. 
9/10.7 8/9.6.5. 10/11.9.8. 11/8/10 
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The technique of sustaining the D pedal is consistent in both the Viola Concerto and 

\bcCadenza for Solo Viola. This boxed figure is extended, reversed and repeated; each 

gesture is inclusive of chromatic intervals and the persistent minor second. 

In the following comparison, note the intervallic relationship of 9/7/10. This 

motive is used several times in both works. The figure is boxed in both examples. 

Viola Concerto: 

Line 7 10/9. 9/7/10 9/8/11. 9/7/10. 9/6. 10/7/9.9/5/10. 9/11 

Cadenza for Solo Viola : 

Line 5 4/2.2/2.3/2.5/2.4/2.5/8/7.4/2.2/2.3/2. 10/11.9.7. 8/9.6.5. 
9/10.7 18/9.6.5. 10/11.9.8. 11/8/10 

The use of repetition to instill tension and produce a heightened climax permeates 

Section II of both works. The following examples demonstrate motives that are 

repeated. Though the motives are not identical, the technique of repetition is. 

Repeated figures are boxed in both examples. 

Viola Concerto: 

Line 8 8. 2.1. 7.6. 12.11. 5.4.3.* fiX] I 2/2.3/2.4/2| 

9.8. n 2/2.3/2.4/2. [ 6/2/5. 5/2/6. 

Cadenza for Solo Viola: 

Line 6 **[73] 11/8/10. 10/9. [3/4,.JJ|[^^^3/4. 2 

Line 7 { 0/2/7. 1/2/8/7. 13.10.9.8 11.12. 6.5.4 

0/2/7.1/2/8/7.} 1.0.10 

Line 8 5.4.10.9 .3.2 iO/2/7. 1/2/8/7. 2/8/7. 11.13. 2/8/7. 2/8. 
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Systematic use of chromatic lines is prevalent throughout Section II in both works. 

At one point in the Viola Concerto Penderecki uses seven chromatic notes; Line 9 -

10.9.8.7.13.12.11, Penderecki uses six of the same chromatic notes present in the 

Viola Concerto in the Cadenza for Solo Viola: Line 7 - 13.10,9.8 11.12. 

Surrounding this chromatic line in both the Cadenza for Solo Viola and Viola Concerto 

is the 6.S.4 triplet figure. 
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SECTION II 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The triplet figures in the Cadenza for Viola Solo and Concerto for Viola must 

always have a forward feel. The open string provides a brilliant drone that should 

resonate throughout the bow changes. However, vibrato is a necessary element in order 

to create a round tone in the fingered notes that rival the open string. 

In the Cadenza for Viola Solo, the continual appearance of chords can be taxing if 

one does not relax the left hand. The chords always have a primary note which must be 

recognized through the use of bow speed. Unique to the Cadenza for Viola Solo are the 

32nd-note gestures. These are not to be played in time, but provide more of a flourish 

toward the following chord. Fingerings for the 32nd-notes should incorporate as few 

string crossings and shifts as possible. The left hand should feel as if it were gliding 

through these passages. 

The repeated figures throughout this section must be executed with forethought. 

Each successive figure must include a new element in order to be effective. For instance 

in line 7 and 8 of the Cadenza for Viola Solo : 

b..--
- - .L-. -

J I I 

~ ~ ~ M ' I 

I ', I . I ~~ :! 
! : : . :'~P~ t 

-,--,-...,. ...,...-,-

Fig. 15a. KrzysztofPenderecki, Cadenza for Viola Solo, lines 7-8. 
©Copyright 1987 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott' s Sohne, Mainz 

The down-bow chords provide tremendous tension and this must be delivered with 

intense vi bra to and bow speed. The dissonances created by these chords are striking! y 

painful, and must cry out from the instrument. 
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SECTION Ill 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

The long down-bows establish the mcxxl of the third section. Penderecki has omitted 

any barlines during the beginning passage to allow for expression and resonance of the 

instrument. Both the Cadenza for Viola Solo and Concerto for Viola incorporate up to 

four notes in the chords, and the lack of structural barlines aids in the delivery of these 

as they stretch toward a climax. The Cadenza for Viola Solo has a much longer line 

through these chords, in addition to a substantial 32nd-note gesture which increases the 

relief of the climax. Both works contain a sequential pattern which lies very well on the 

instrument. This triplet pattern ascends and broadens into the following section. 

The Concerto for Viola Section III: 

• I ~ ~- ... # n·===-- t· 
ff I I I · -==== · · 

Fig. 15. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 11-12, 20-21. 
© Copyright 1987 B. Schott' s Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott' s Sohne, Mainz 
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Following is a fundamental chart of Section III for the Concerto for Viola: 

Section 

t̂ Structore 
Alternation between 
no bartines smd 
the addition of barlines 

Contains no time 
signature, then 
Includes 4/4,2/4,3/4 
and 7/4 

IKey sigrtature I 
No key signature 

Motives 

Minor seconds 
Octaves 
Chromatic 

N^Qfe durafidns 

Sixteenth notes 
through dotted half 
notes 

Musical Elements 

I -Phraang 
Many long breaks 
while orchestra plays 
Two large dimaxes 

Very extreme-Viola 
plays an a flat two 
octaves above A 
string 

Dynamics 

Range from piano to 
forte 

The arpeggios must 
be accented as they 
descend 

Performance Analysis 

I 
Line 17 - crawling up 
the A string, the hand 
must be preset for the 
high A flat 

Artlculatlon 
During the rubato's, the 
bow must be heavy 
and sustained through 
the string crossings 

ViEulatfons 

Very sequential 
arpeggk>s 

ti^po/Btiythm 

Tempo I 
poco piu mosso 
poco rubato 
poco a poco accei 

Other 

A very singing center 
section 

Bowings 
Line 12 - continue using 
down bows through the 
first four notes, then up, 
down, down 
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These musical elements appear only in the Concerto for Viola: alternation between no 

barlines and the addition of barlines; four different time signatures; intervals of an octave; 

arpeggios; many long rests while orchestra plays; a lyric middle section. 

The Cadenza for Viola Solo Section III: 

M M M 

&2''i!Q ..,. ...,. ..,.. ..,....,....,. ~...-

Fig. 16. Krzysztof Penderecki, Cadenza for Viola, lines 8-11 . 
©Copyright 1986 B. Schott 's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporatio~ sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section III for the Cadenza for Viola Solo: 

Section in 

No barlines No time signature No i(ey signature 

Motives 

Minor seconds 
Sequence of intervaliic 
motives 

f̂ bte durations i 
Quarternotes 
Sixteenth note triplets 

Musical Elements 

V îations 
Dissonant chords 
32nd note gesture 

Diverse - almost three 
separate moods 

Challenging treble clef 
Use of all strings 

fFemppyRhythm 
Free during the quarter 
notes 
Poco a poco accel in 
the 16th triplets 

Dynamics 
Ranges from subito 
piano to forte 

Articulattons 
Strong in the quarter 
chords - The sequential 
passages require tx)w 
control 

Stretches the hand 
larger than an octave in 
sequential parts - must 
not interfere with line 

Performance Analysis 

0ngenngs 
The hand must be set 
through the sequences 
- as one travels 
through four positions 

i Articulation 
The right hand needs 
to remain loose to 
avoid too much 
pressure in chords 

Bowings 
As implied by the 
editor 
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These musical elements appear only in the Cadenza for Viola Solo: 32nd-note gestures; 

quarter note dissonant chords. 

The box below contains elements that exist in both the Cadenm for Viola Solo and 

Concerto for VioUr. 

* No key signature 

* Sequence of ascending motivic figure 

* Consistent chromatic down bow notes and chords 

* Minor second relationships 

* Dynamic indications ranging from piano to forte 
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SECTION m 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section III: 

Line 11 

Line 12 

Line 20 

Line 21 

2.1.7.6.5.4.10. 9/9/7. 9/8/7. 

9/7/8. 1/6/7. 12/9/8. 11/9/10/12. 5/6/7/L 
4/6/10/1. 3/5/7/6. 2/2 

Cut Lines 13-19 

» 4.1.5. 5.2.6. 6.3.7. 

7.4.8. 8.5.9. 9.6.10. 10.7.11. 11.8.12. 12.9.13 
** 2. 3/4. 4/2. 5/2. 2/8. 2/9. 2/10. 2/11. 2/12. 2/13. 
4/2. 3/2. 9/2. 8/2. 7/2. 6/2. 5/2. 4/2 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section III: 

Line 8 2/4/7. 3/5/7. 4/6/7. 2/4/7. 3/5/7. 4/6/7. 6/8/7. 5/8/7 

Line 9 2/3/7. 3/4. 4/5. 6/7. 5/6. 9/10. 8/10. 
7.6.7.6.5. (...) 9/10. 8/10 

Line 10 10.11.12 •• 1.2.3. 9.8.12. 1.0.*6. 12.11. 5.2.5.4.1.4*» 
10.7.10.9.6.9. 3.0.3.14.11.14 

Line 11 * 8.5.7. 9.6.8. 10.7.9. 11.8.10. 12.9.11. 13.10.12. 
14.11.13. 5.2.4. 6.3.5. 7.4.6. 8.5.7. 9.6.8. 
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Observations: 

The numerical representation of the Viola Concerto and the Cadenza for Solo Viola 

demonstrates the extensive use of sequences and repetition of motives in Section III. The 

motivic falling minor second and the pedal tone, though depicted in several registers, are 

consistent features in both works. The following example will demcmstrate how frequently 

the Cadenza for Solo Viola mimics the Viola Concerto in the third section. 

The first line of Section III in the Viola Concerto is shown with numerical 

representation. All notes boxed, are minor seccmds. The Cadenza's use of minor seconds 

is shown beneath the Viola Concerto and is boxed as well. 

Viola Concerto: 

Line 11 

Line 12 

'9/7, 

'IM\ 

7.6. 5.4. 10. 9i 

Cadenza far Solo Viola: 

Line 9 [273^. [374l)[47^l 6/7j| 5/6]r97iol 8/10. 

E2^ 8/10 

The technique of sustaining a pedal tone is consistent through both the Viola Concerto 

and the Cadenza for Solo Viola. The pedal tone in the Viola Concerto is implemented in 

an ascending sequence of eighth note uiplets. In the Cadenza for Solo Viola the pedal tone 

is delivered in a succession of down bow chords. The pedal tones are italicized below. 

Viola Concerto: 

Line 21 7.4.8. 8.5.9. 9.6.10. 10.7.11. 11.8.12. 12.9.13 
2. 3/4. 4/3. 5/3. 3./8J./9. 3./10. 3./11. 3./12. 3./13, 

4/3.. 3/3.. 9/3.. 8/3.. 7/3.. 6/3.. 5/J.. 4/3. 

Cadenza for Solo Viola : 

Line 8 2/4/f. 3/5/^.. 4/6/^.. 2/4/^.. 3/5/^.. 4/6/f.. 6/8/^.. S/8/f. 
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The next comparison takes an excerpt from the Viola Concerto's fifth page and 

ccmpares it to an excerpt in the Cadenza for Solo Viola's third section. The Viola 

Concerto is almost three times longer than the Cadenza for Solo Viola, and so it is 

necessary to pick and choose from several sections of the Viola Concerto to make a 

concise comparison. The motivic figures are boxed in both examples. 

ViokL Concerto: 

Line 47 mm 7.4.7.6.3.6. 12.9.12.11.8.11. 5.2.5.4.1.4. 3.0.3 

Cadenza for Solo Viola: 

Line 10 10.11.12**1.2.3. 9.8.12. 1.0.*6. 12.11. 5.2.S.4.1.4 m « 

10.7.10.9.6.9. II 3.0.3.14.11.14 

Sequential patterns are present throughout Section HI in both works. Note how the 

numbers align when arranged in a different configuration. 

Viola Concerto: 

Line 20 

Line 21 

4, 1, S 
2T 6 
3, 7 

7, 4, 8 
8t ST 9 
9, 10 

10, 7, 11 
111 8, 12 
12, % 13 

Cadenza for Solo Viola: 

Line 11 8T 5, 7 
9, 8 

10, 7, 9 
11t 8T 10 
12T 9, 11 
13, 10 12 
14, 11 13 
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SECTION III 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The long resonant quarter chords that begin Section III require a tremendous 

amount of bow speed. A full bow must be drawn, and the timing of the quarters must 

be such that enough time is allotted for replacing the bow at the frog for the next 

chord. The left hand is crucial in the delivery of these chords. The left hand must be 

free and relaxed to vibrate before each note and continue vibrating after the bow has 

left the string. As the left hand shifts up in position, this vibrato must stay constant 

The 32nd-note gesture that recapitulates the B-flat, A chord must begin very subtly 

and then grow in strength in order to set up the climax of this section. The second 

climax is actually a bridge to the following section. The sequential triplet figure must 

also begin in a subdued manner and then crescendo as well as broaden towards its 

apex. Section III is a powerful assortment of motives that help prepare the listener for 

the simplicity of the next section. 
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SECTION IV 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

This fourth section is marked Vivace and has a machine-like repetition. The 

persistent chromaticism and minor second repetition instills the direction of this 

section. The repetition of these dissonant intervals at such a fast pace provides a 

driving forward motion. The consistent pedal tones employed in both the Cadenza 

for Viola Solo and Concerto for Viola produce a continual resonance and drone 

from the instrument. The exaggerated string crossings create a very lively visual 

experience. Penderecki has used the viola's heavier strings to bring out an angry, 

ferocious mood. This is a dynamic inner section in both works, and it provides a sharp 

contrast to the more lyric sections. 

The Concerto for Viola Section IV: 

v~~ 

liB 2 ~ . ;- • f! If ,. e! • I ¥ :- ;! • r • a • ! § ~. • ;; ,. j · : · '·· · ! 2 ~: • ,. • 9 ~ e! • I 

Fig. 17. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 22-25. 
©Copyright 1987 B. Schott 's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section IV for the Concerto for Viola: 

Section IV 

Structure 
Bariines 2/4,5/8,3/8,3/4 

IKeys^nature 

No key signature 

Motives 

olnterwals; 
Minor seconds 
Large intervals 
Chromatic lines 

iPliitedumtibns 
Sixteenth notes Motives repeated 

grow in length 
each time 

Musical Elements 

i^pe^hythm 

A machine-like Centers on the Vivace 
direction A, D and G strings 

1 ©ynarnfcs Articuiattons i Other 

Forte Sharp attacks D and G pedal 

Performance Analysis 

Hngerings 
Place hand in 
position so that 
there are continual 
string crossings 

Articulatibn 
Use vibrato to 
bring out notes 
other than pedal 

I Bowfngs 
Each 16th note must 
be equal -
bow arm must 
stay relaxed 
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These musical elements appear only in the Concerto for Viola: barlines; time signature; 

pedal notes are on the A, D and G strings. 

The Cadenza for Viola Solo Section IV: 

Vtnee 

f fJ T3~J J ; ;;J y ~~o~ i'; 2 • ~ ::J J ~; ; r oJ !iii J '·• 2 i J :IB ;p J 3~ J ~ J 

Fig. 18. KrzysztofPenderecki, Cadenzafor Viola, lines 12-19. 
C Copyright 1986 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section IV for the Cadenza for Viola Solo: 

Section FV 

Structure 

No bartines 

Time signature 

No time signature 

[Key signature 

No l<ey signature 

Motives 

I Intervals 
Minor seconds 
Large interval 
Chromaticlines 

Note durations 

Sixteenth notes 
Eighth note 
triplets 

Variaifons 

Motives repeated -
grow in length 
each time 

Musical Elements 

Phrasing 

A machine-like direction 

Range/Ttmbre 

Centers on 
the D string 

I Dyrtamtcs 
Forte 

Articulatfons 
Sharp attacks 

[Tempo^hythm 

Vivace 

A D pedal 
throughout most of 
the sectbn 

Performance Analysis 

Rngertngs 
Place hand in 
position so that there 
are continual string 
crossings 

Articulation 
Use vibrato to bring 
out notes other than 
pedal 

Bowings 
Each 16th note must 
be equal -
bow arm must 
stay relaxed 
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These musical elements appear only in the Cadenza for Viola Solo: no barlines; no time 

signature; eighth note triplets; pedal tone centers only on the D string. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* No key signature 

* Motives get longer each time they are repeated 

* Phrasing 

* Dynamic marking of forte 

* The tempo of Vivace is indicated 
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SECTION IV 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Blowing is anumeiicai representation of pitches in the Concerto for Viola, Section IV; 

Line 22 

Line 23 

Line 24 

Line 25 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section IV; 

Line 12 

Line 13 

Line 14 

Line IS 

Line 16 

3«2,2.5. 2.3,2. 2.3.2.5.2. 2.3.2. 
5.8.2.9.2.10.2.3.2.5.2. 2.3.2 

8.2.9.2.10.2.11.2. 1.7.2.7.3.7.4.7.5.7.6.7. 
7.8.7.10.7. 7.8.7. 8.7.10.7.8 

13.7.12.7.11.7.10.7.8.7.4.7.3.7. 
1.2.5.2.6.2.8.2.7.2.6.2. *10.9. 10.9. 12.9. 

13.12.9. 10.9. 13.9.12.9.11.9. 
3.9.4.9.5.9.8/9.9.9.10/9.9.13.9.12.9.11.9. 
8.2.9.2.10.2 

*3.2. 2.3.2.5.2. 2.3.2.8.2.7.2.6.2.3.2. 
2.3.2.8.2.7.2.6.2.13.2.12.2.11.2. 

3.2.5.2.8.2.7.2.13.2.12.2.11.2.5.2.4.2.3.2. 
9.2.8.2.1.2.8.2.9.2.10.2.12.2.11.2. 

5.2.6.2.7.2.13.2.12.2.11.2.8.2.9.2.10.2.12.2.11.2. 
3.2.4.2.10.2.11.2.12.2.**?.7.8.7.10.7.11.7. 

10.7.7.7.8.7.10.7.11.7.10. 
7.1.7.2.7.3.7.4.7.3.7.2.7. 
1.2.0.2.8.2.9.2.10.2.27213/2.5/2.6/2.5/2.4/2. 

3/2.2/2.6/7.S/2.4/2.3/2.2/2.6/2.S/2.*4/5.3/5.2/5. 
**2/8.2/9.2/10.2/11.7/1.7/3.7/4.7/6.7/5. 
*4/5.3/5.2/5.4/2.3/2.8/2.9/2.10/2.11/2. 
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Line 17 

Line 18 

Line 19 

10/9.12/9.13/9.12/9.11/9.10/9.9/9. 
3/9.2/9.1/9.S/9.4/9.9/3.9/4.9/S.**8/7. 7.10.7. 
7.8.7.13.7.12.7.11.7 

4.7.3.7.6.7.5.7.4.7.3.2.8.2.9.2.13.2.12.2.11.2. 
8.2.1.7.2.7.3.7.11.2.8.2 

Observations: 

This fourth section of the Cadema for Viola Solo and Concerto for Viola is laden 

with the use of a pedal tone. The following comparison demonstrates the consistent 

use of the pedal tone in both works. 

The lines shown of the Concerto for Viola demonstrate the use of three open strings. 

The open strings provide a sustained ringing through the interceptive notes. 

The D string is noted by the 2, the G string is noted by the 7 and the A string is 

noted by the 9. 

Line 22 3.2.2.5. 1^3^ 2 3.2.5.2. 2 3.2. 

Line 23 8.2.9.2.10.2.11.2. 1.7.2.73.7.4.7.5.7.6.7. 

Line 24 *10.9. 10.9. 12.9. 

Line 25 13,12^ 10,9. 13.9.IZ9.11.9. 
3,9,4,9.5.9^9.9.9.10/9.9.13.9.12.9.11^ 
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The lines shown of the Cadenza for Viola Solo demonstrate the use of two open 

strings, serving the same purpose as they did in the Concerto for Viola. The D string 

is noted by the 2 and the G string is noted by the 7 . The boxed figures represent 

identical figures present in the Concerto for Viola. 

Line 12 '3^ 2:3^j2^ 

Line 13 3.2.5.2.8.2.7.2,13.2.12.2,11.2.5.2,4.23.2, 

Line 14 5.2.6.2.7.2.13.2.12.2.11.2.8.2.9.2.10.2.12.2.11.2 

Line 15 10J_ 
7.1.7.2.73.7.4.73.7.2.7 

Another interesting recurrence in this section is Penderecki's use of the chromatic 

line in opposition to the stable pedal tone. The chromatic line is used playfully, in that 

Penderecki hints toward a sequence, then a reversal of the line, or the repetition of the 

same notes. Note the predominance of the chromatic notes throughout both works, 

shown in in bold typeface. The lines shown first (23,24,25) are of the Concerto for 

Viola. The use of chromaticism is developed further in later sections of both works. 

Line 23 8 .Z 9.2.10.2.11.2. 1.7.2.7.3.7.4.7.5.7.6.7, 

Line 24 13.7.12.7.11.7.10.7.8.7,4,73.7. 

Line 25 13.12.9. 10.9. 13.9.12.9.11.9. 
3.9.4.9,5.9,8/9,9,9,10/9.9. 
13.9.12.9.11.9. 8.2.9.2,10,2 
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The following lines are of the Cadenza for Viola Solo. 

Line 12 

Line 13 

Line 15 

Line 16 

*3,2, 23,2^2, 23.2.^2,r,2^23;2, 
2,3.2,8,2,7,2,6 413.2.12.2« 11.2. 

3.2,5.2,8.2.7,2|13^2,12.2,1 5 4,2,3.2. 

9,2,8.2,1,2|.8?2,9 10J2.12,2,11,2 

Line 14 5.^6.2,7.2,13.2,12.2.1 L Z8.2,9.2,10,Z12.Z11.2. 

7.1.7.2.7.3.7.4.7. 3.7.2.7, 

3l2aJ2,6n^/2AJ^f2^2J2^/2^/2^*4/5^l5^5t_ 
* pJS ,^9.2/1 ̂ 11.7/l[7/3i7/417/6.7/5. 
*4/5.3 /5.2/5.4/2.3 72.8/2,9/2,10/2,11/2. 

The boxed figures represent identical chromatic figures and notes present in the Concerto 

for Viola. The Cadenza for Viola Solo employs a longer and more in depth use of the 

elements in this section. 
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SECTION IV 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The Vivace section incorporates a consistent use of string crossings, chromatic 

development, and pedal tones. This section maintains a drive from begiiming to end. 

The player must remain relaxed at all times. As one plays through the section, it is 

easy to build up tension from the many forceful and dynamic string crossings. The 

player should also maintain a fingering position that ensures that every pedal tone 

occurs on a string crossing. The resonance provided from the continual use of open 

strings makes this section very adaptable to the viola. Penderecki could have chosen a 

fingered note for the pedal; instead he provides the open string, allowing the colors of 

the instrument to permeate the chromatic lines. These chromatic lines need to be 

brought out by the bow speed and pressure, as well as the addition of vibrato. This 

section flies, but the listener needs to be able to grasp the intricate lines and phrases 

throughout this fourth section. 
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SECTION V 

Structure Chart of the Cadenzo. for Viola Solo and Concerto for Viola 

The fifth section serves to present an array of challenging technical feats. The 

excitement of this semi-transitional section exists on several levels. Both the Cadenza 

for Viola Solo and Concerto for Viola offer string crossings with large shifts. This 

passage is awkward in nature, due to these large leaps. The effectiveness of this 

passage arises through the intervallic relationships of these leaps. In the Cadenza for 

Viola Solo there is a brief line of chromatic chords and fast shifts which fall gracefully 

on the viola. The forceful building of the climax in both works occurs because of the 

sequencing techniques Penderecki employs. The CorKerto for Viola passes the 

climax on to the orchestra; in the Cadenza for Viola Solo the climax bridges into the 

\next section. 

The Concerto for Viola Section V: 

Fig. 19. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 26-28. 
© Copyright 1987 B. Schott's Sdhne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's SOhne. Mainz 
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Following is a fundamental chart of Section V for the Concerto for Viola: 

Section V 

i Structure 
No bartines, then 
addition of bartines 

Motives 

{ Intervals 
Chromatic 
Large leaps 

3/4 No key signature 

llfeite doratiohs; 
Sixteenth note triplets Triplet pattern used 

throughout 

Musical Elements 

I Phrasing 
Difficult to direct line 
because of large 
leaps 

iMhgMntbre 

Use of all strings 
Semi-climax on high C 

pTempo/Rhythm 
vivace 
Restless feel 

I Dynamics r̂ticulaiiorts 
Switches often 
between treble and 
alto 

Performance Analysis 

ilngenngs 
Order the fingerings so 
that each triplet falls 
into one position 

Artfculalion 
Ttie large leaps require 
that the bow and left 
hand be set before 
initiating motive 

Bowings 
Very difficult in the 
middle sectton due to 
the leaps 
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These musical elements appear only in the Concerto for Viola: addition of barlines; a key 

signature of 3/4. 

The Cadenza for Viola Solo Section V: 

Fig. 20. Krzysztof Penderecki, Cadenza for Viola, lines 19-22. 
<0 Copyright 1986 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott 's Sohne, Mainz 
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Following is a fundamental chart of Section V for the Cadenza for Viola Solo: 

Section V 

IgiiSftocture 

No barlines No Time signature No key signature 

Motives 

{ intervals 
Major seventh move 
to minor seconds 
Leaps to minor second 
Chromatic 

Sixteenth triplets 
Eighth note triplets 

Triplet pattern used in 
all note durations 

Musical Elements 

Very disjunct because 
of the large leaps 

I Biange/Ttmbre 
Use of all strings 
Climax on octave 
atx)ve A string 

Vivace 
Agitated 

Dynamics Articufatlbns 
Cresc. to climax 

Other 
Accents 
Broad on eighth triplets 
Delicate and light on 
large leaps 

Three diverse 
techniques 
Switches between 
alto and treble 

Performance Analysis 

It itngerfngs 
Moving toward the 
dimax each triplet figure 
should be played 
within position 

I Articulation 
The large leaps require 
that the bow and left 
hand be set before 
initiating motive 

During the cresc. use 
tx)w speed to articulate 
the first of each triplet 
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These musical elements appear only in the Cadenza for Viola Solo: absence of time 

signatures; no barlines; major sevenths move to minor seconds; eighth note triplets; three 

diverse moods. 

The box below contains elements that exist in both the Cadenm for Viola Solo and 

Concerto for Viola: 

* No key signature 

* Chromatic intervals and large intervallic leaps 

* Sixteenth note triplets 

* A triplet pattern used throughout 

* Difficult to direct phrasing because of large leaps 

* Use of all strings, and climax very high in register 

* Vivace, restless feel 

*Switches frequently between treble and alto clefs 
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SECTION V 

Numerical Analysis of the Cadenm for Viola Solo and Concerto for Viola 

Fc l̂owing is a numerical representation of pitches in the Concerto for Viola, Section V: 

Line 26 

Line 27 

Line 28 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section V: 

Line 19 

Line 20 

Line 21 

Observations: 

Section five presents, for the first time, a complete tone row, including all twelve 

pitches, seen in Line 27 of the Concerto for Viola and a row inclusive of pitches 1-10 

in the Cadenza for Viola Solo. In the first example of the Concerto for Viola, the row 

is presented without interference, in the sense that no pedal tone is present Note that 

the row is organized in a three note pattern. 

Line 27 • 10.11.12. 6.5.4. 7.8.9. 3.2.1 

*5.4.3. **6.7.8. 2.1.0. 6,5,4 

* 10.11.12. 6.5.4. 7.8.9 . 3.2,1. 7.6,5. 11.10.11. 
10.9.10.9.8.9. 3.2.3.** 2,1.2. *3,2,3. 

8.7.8. 7.6.7.** 6.5.6. * 12.11,12, 11.10,11 

7/8.7/9.7/10.7/4.7/3.7/2.7/1.7/6.7/5.7/4.* 
2/3.2/4.2/5.2/13.2/12.2/11.2/10.2/3.2/4.2/5.2/11.2/10 

2/13.2/12.2/11. 10.9.10. 9.8.9. 3.2.3. 2.1.2. **1.0.1.* 
7.6.7. 6.5.6. ** 5.4.5. *11.10.11. 0.1.2. 

8.9.10. 11.12.13.12.11.10. 1.2.3.12.11.10.4.3.9.8.7. 
10.11.12. 9.8.7. 10.11.12. 9.8.7 
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In this example, the Cadenza for Viola Solo contains ten of the twelve tones alternating 

with pedal tones. These are also organized in a three note pattern, identical to that of 

tbeConcerto for Viola. 

Line 19 7/8.7/9.7/10.7/4.7/3.7/2.7/1.7/6.7/5.7/4,* 

Points of complete imitation in terms of sequoicing occur several times. Two 

patterns from the Concerto for Viola are mimicked in the Cadenm for Viola Solo. 

In the first example, note the direction of the pitches and their relationship to one 

another. Though the Cadenm for Viola Solo uses different pitches, the intervallic 

relationship and the three note phrasing are identical. 

Following is line 26 of the Concerto for Viola and line 21 of the Cadenza for Viola Solo: 

Line 26 • 5.4.3. **6.7.8. 2.1.0. 6.5.4 

Line 21 12.11.10. 1.2.3. 12.11.10. 4.3. 9.8.7. 

The next example depicts a similar relationship. The Cadenza for Viola Solo's 

pattern lies one half step below the same line used in the Concerto for Viola. The use of 

the three pattern is again present 

Following is line 28 of the Concerto for Viola and line 20 of the Cadenm for Viola Solo: 

Line 28 8.7.8. 7.6.7. ** 6.5.6. * 12.11.12. 

Line 20 7.6.7. 6.5.6. ** 5.4.5. * 11.10.11. 

This last figure represents the set of pitches in this fifth section that are present in 

both the Cadenza for Viola Solo and Concerto for Viola. 

10.9.10.9.8.9. 3.2.3. ** 2.1.2. 
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SECTION V 

Perfonnance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The three lines of the fifth section provide some of the greatest challenges to the 

performer. The Cadenza for Viola Solo begins this section with eighth-note triplet 

chords that require quick shifts every few notes. The left hand must be set in the 

octave position at all times. The greatest hindrance to this section is tension. The 

chromatic lines in these chords make the line quite apparent, and missing a shift would 

damage this effectiveness. 

The sixteenth note triplet patterns require many string crossings and very large 

shifts. This passage must be played gracefully and made to look simple. The 

effectiveness of this Une is that there is an intervallic relationship between each pair of 

triplets. Though there are octave differences, the half-steps need to be recognized in 

the left hand. The end of the sixteenth note triplet passage serves as a transitional 

device and leads effortlessly into the next section. The Concerto for Viola has the 

same technical problems as the Cadenza for Viola Solo, vacant of the triplet eighth note 

chords. 
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SECTION VI 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

This sixth section provides a transitional passage, recapping prior motives, sequential 

passages, and techniques. This section allows for a broad stretching of the tempo, to 

articulate clearly that this is a remembrance of prior mentions. The tal/one pesante 

marking in the Cadenza for Viola Solo sets up the bridge into the seventh section and 

prepares the contrasting moods forthcoming. 

The Concerto for Viola Section VI: 

Fig. 21. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 21, 96-97. 
©Copyright 1987 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section VI for the Concerto for Viola: 

Section VI 

I Structure 

No baiiines 

Time signature 

No time signature 

Key sigrtature 

No l<ey signature 

Motives 

I intervals 

Minor seconds 
Chromatic 
A few large leaps 

Note durations 

Eighths 
Sixteenths 

I Variattons 

Musical Elements 

I Phrasing 
Eachchromaticline 
marks it's own phrase 

Range/Ttmbre 

Centers on the D 
string 

[rempo/Rhythm 

Free on the eighth 
notes 

Dynamfcs 

Notmariced 

Articulations 

alltalbne on the 
eighths 

Used line 21,96 and 

Performance Analysis 

Fingerings 
Place hand in positbn 
so that there are 
continual string 
crossings in the 16ths 

Use vibrato to bring 
out notes other than 
pedal 

[ Bowings } 
Use longer bows to 
bring out the chromatic 
line in the 16ths 
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These musical elements appear only in the Concerto for Viola: the pedal tone centers only 

on the D string; no dynamic marking. 

The Cadenza for Viola Solo Section VI: 

Fig. 22. Krzysztof Penderecki, Cadenza for Viola, lines 22-24. 
CO Copyright 1986 B. Schott's SOhne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's SOhne, Mainz 
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Following is a fundamental chart of Section VI for the Cadenza for Viola Solo: 

Section VI 

iStructure  ̂
Nobarlines No time signature No key signature 

Motives 

jl^edur^ns 

Minor seconds 
chromatic 
A few large leaps 

E^hths 
Sixteenth 
Eighth note triplets 

Small sections of 
motives used in prior 
sections 

Musical Elements 

Chromatic line leads to 
a tempo 

iNS^ge/linbre 

Centers on A and D 
strings 

tf̂ npo/Rhythm 

Allarg. leads into the a 

Dynamics 
Forte 

Articulations 
Pesante More of a transitional 

section 
Hints of what have 
been 

Performance Analysis 

{ Rngerings 
Place harxi in position 
so that there are 
continual string 
crossings in the 16ths 

Artlcuidtlon 
Use vibrato to bring 
out notes other than 
pedal 

On the down bow 
eighths - spin tx)w to 
keep the notes ringing 
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These musical elements appear only in the Cadenza for Viola Solo: eighth note triplets; 

pedal tone centers on the D and A string; forte dynamic marking. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* No barlines, time signature, or key signature indicated 

* Minor seconds, large leaps, and chromatic lines 

* Eighth and sixteenth notes 

* Pedal tone 

* Transitional passage 
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SECTION VI 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section VI: 

Line 21 

Line 96 

Line 97 

7.4.8. 8.5.9. 9.6.10. 10.7.11. 11.8.12. 12.9.13 
** 2. 3/4. 4/2. 5/2. 2/8. 2/9. 2/10. 2/11. 2/12.'27r3. 
4/2. 3/2. 9/2. 8/2. 7/2. 6/2. 5/2. 4/2 

Skip Middle Section 

2.3/2. 2.4.2.5.2.1/2.2.3.2.8.2.9.2.10.2.13.2.12.2.11.2. 
8.2.9.2.10.2.11.2.2/2.2.3.2. 

13.2.12.2.11.2. 8/7. 
7.8.7.9.7.10.7.6.7.5.7.4.7.6/7.7.8.7 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section VI: 

Line 22 

Line 23 

Line 24 

*9/8.10/8.11/8.12/8.11/8.2/1.2/3.2/4.2/3.2. 
2.3/2.2.5/2.2. 2.3/2.2.8.2.7.2. 

6.2. 2.3.2.13.2.12.2.11.2. 
8,2,9.2.10,2.13.2.12.2.11,2. 
2/8.2/9.2/10.2/13.2/12.2/11.3/2.5/2.6/2. 

8/2.7/2.13/2.12/2.11/2.** 7/1.7/3.7/4.7/6.7/5. 
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Observations: 

This sixth section incorporates the use of pedal tones and imitation in both the 

Cadenza for Viola Solo and Concerto for Viola. Both works use a D and G pedal, 

as seen in the following examples. The D string is noted by the 2 and the G string is 

noted by the 7 . Note the G# pedal tone 8 in Line 22 of the Cadenza for Viola Solo. 

This tritone sets up the tension, later to be released through the D pedal tone. The 

boxed figures in the in the Cadenza for Viola Solo represent identical figures present 

in the Concerto for Viola. 

Concerto for Viola: 

Line 21 •• ^3/4, 4/2.5/2, 2/8. 2/9, 2/10, 2/11. 2/12, .2/13, 
4/2, 312,9/2, 8/2, 7/2, 6/2^ 5/2, 4/2 

Line 96 2.3/2, 2.4.2.5.2.1/2.23.2.8.2.9.2.10,^1312^12^2^11,2, 
8.2.9,2,10.2.11.2.2/2.23.2. 

Line 97 13,2.12,2,11.2. 8/7. 
7,8.7.9,7,10.7.6.7.5.7,4,7,6/7,7.8. 7 

Cadenza for Viola Solo 

Line 22 *9^10/8^1 l/^12/8jl 1/8.2/1.2/3.2/4.2/3.2 
2 3/2.2,5/2,2, 2 3/2.2.8.2,7,2, 

Line 23 6,^ 23.2 13,2.12.2.11.2 
8,249,2jl0^13^12ilil lj2^ 

2/8i2/9^/10i2/13^/12i2/l 13/2^5/^6/2^ 

Line 24 8/2^7/2 13/2^12/2^11/2 7/1,7/3,7/4,7/6.7/5, 
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In the Cadenza for Viola Solo there is a figure that uses the same pitches of those 

found in the Concerto for Viola. The identical pitches are boxed. 

Line 96 of the Concerto for Viola: 

Line 96 23/2. 2.4.2.5.2.1/2.23^)8.2.9.2,10^.13.2.12,2.11,2 
8.2.9.2.10.2.11.2.2/2.23.2 

Line 23 of the Cadenza for Viola Solo 

Line 23 6,2^ 2 3.2.13.2.12,2.11.2. 
8,2,9,2,10i2,13j2.12i2,l 1^2 

2/8,2/9,^10^13^12^11 3/2^5/^6/2 

Another interesting recurrence in this sixth section is Penderecki's use of the 

chromatic line in opposition to the stable pedal tone. The chromatic line is used in a 

sequence, then a reversal of the line, or repetition of the same notes. Note the 

predominance of the chromatic notes throughout both works, shown in bold typeface. 

The use of chromaticism continues to provide a significant contribution in the 

Cadenza for Viola Solo and Concerto for Viola. 

Note how the numbers align when arranged as such in the Concerto for Viola: 

Line 21 7, 4, 8 
8t 5, 9 
9, 1 

10, 7, 11 
111 12 
12, 9, 13 

Cadenza for Viola Solo : 

Line 24 8/2.7/2.13/2.12/2.11/2.** 7/1,7/^7/4,7/^7/^ 
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SECTION VI 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

This transitional sixth section witnesses techniques used several times thus far in 

both the Cadenm for Viola Solo and Concerto for Viola. In order to make this 

passage seem important, and not merely an assortment of notes, the performer must 

devise a me±od of articulation and phrasing. The pesante markings allow much 

interpretation. A performer should take advantage of this allotted freedom and use it to 

establish a new position for these motives and sequences. The next sections in the 

Cadenza for Viola Solo deliver the climax of the piece. Each section leading up to this 

climax must contribute to its success. Since this section prepares this climax, one 

must interpret effectively through bow strokes and intensity of the vibrato. 
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SECTION VII 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

The seventh and penultimate section provides the paramount climax in the Cadenza 

for Viola Solo. At this moment in the piece, the performer is climbing high on the G 

and D strings with octaves, while playing the lowest and highest strings simultaneously. 

This passage is tremendously challenging and moving. The viola is crying out at the top 

of its range, pleading until the final B-flat octave. This B-flat octave ends the seventh 

section, and the eighth and final section takes over to appease the storm. 

The Concerto for Viola Section VII: 

3 3 3 3 3 

piu mosso @ pvc:u mba to 

_ V-. ~ v V V 

r¥8ii & ~rs 12 113] ; 
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3 3 

2 

12 :a 

v 

100 

1 1@ 5 - it - i I - li\ 

Fig. 23. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 28-29, 37, 48, 65. 
©Copyright 1987 B. Schott's Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section VII for the Concerto for Viola: 

Section Vn 

I Structure 
Line 48 - barlines Line 48-4/4.3/4 

[Key stgriafure 

No l<ey signature 

Motives 

I Intervals 
Thirds 

meduratidns 

Sb(teenth note triplets 
Eighth note triplets 

Musical Elements 

1 Phrasing 

Line 48-descending 
Line 65,28,29,37-ail 
lead to a climax 

Bange/Tlmbre 

Use of all strings 

T^po/Rhythnr^ 

In eighth note triplets 
piumosso, poco 
njbato to a tempo 

Dynamics 

None marked 

Artk:u!ations 

Set mood change in 
Line 65 

Used lines 48, 65,28, 
29, and 37 

Perfonnance Analysis 

Each chromatic 
gesture of three notes 
should occur on the 
same string 

c^rtkjulatfen 
in Line 28,29,37, the 
third note needs to be 
accented and vibrated 
to be heard 

Bowings "1 
Sequencing ascending 
triplet arpeggios- avoid 
too much bow on first 
two notes 
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These musical elements appear only in the Concerto for Viola: time signatures; barlines; 

descending to climax 

The Cadenza for Viola Solo Section VII: 

" ~ ~ 1.. l I I. I l I I.. I 1.. I.. 1 "" 1.. ~I.. • .. jJ .. . 
I . .. 

t) -- !nf ~· ., .. 

I 
, 

~i ~ , ,r 
I ff i 

r- 1 il'" I r r r l r l r r l r l r r .., 
I 

Fig. 24. KrzysztofPenderecki, Cadenzafor Viola, lines 24-27. 
<0 Copyright 1986 B. Schott's SOhne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's SOhne, Mainz 
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Following is a fundamental chart of Section VII for the Cadenza for Viola Solo: 

Section Vn 

No barlines 

Time signature signature 

No time signature No l<ey signature 

Motives 

Minor seconds 
Thirds 
Chromatic 
Octaves 

Note durations 
sixteenth note triplets 
Sixteenth notes 
Eighth triplets 

^l^atfons 

The durations 
enhance similar 
motives 

Musical Elements 

Ascending Use of lower strings at 
beginning then use of 
all strings and positions 
at end 

Ifempo/Rhythm 
Doco rubato gmzioso 
a tempo 

None are mari<ed 
However, prior to the 
dlmax, start p/a/jo 
then cfBSC to forte 

Arttciiiatlons 
Legato to staccato 
Accented octaves 

Other 
This section is the 
climax of the cadenza 

Performance Analysis 

1 
The octaves must be 
played on the D and 
G so that the open A 
and C ring 

Artlcuiaflon 
Use this section to 
present three different 
moods - use the 
mari<ed indications 

lillBbwfrtgs-
The octaves require a 
lot of tx)w speed in 
order to avoid cracking 
on the ascent 
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These musical elements appear only in the Cadenza for Viola Solo: absence of time 

signatures; no barlines; minor seconds, octaves, sixteenth-notes; an ascending phrase 

to the climax. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* No key signature 

* Thirds 

* Climax 

* Use of all strings 

* Several tempo indications 

* No dynamic markings 
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SECTION vn 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section VII: 

Line 28 

Line 29 

Line 37 

Line 48 

Line 65 

Following is a numerical representation of pilches in the Cadenza for Viola Solo, 
Section VII: 

Line 24 

Line 25 

Line 26 

Line 27 

*3,0,2, 4,1,6, 5.2,7, 6,3,8. 7,4.9, 

8.5.10.9.6.11.10.7.2.11,8,13,12,9.14, 13 

* 5.2.4. 6,3.5. 7.4.6. 8.5.7. 9.6.8. 10.7.9. 11.8.10. 
12.9.11,13.10.12. 5 

Skip Lines 38-47 

*9.6.9. 8.5.8. »* 14.11,14 13.10.13. 7.4.7. 
6.3,6, 5,2,5 

Skip Lines 49-64 

9/9,6.7,8,9.10,11.12.13,14, 
**3.4.5.11.12.13.2.3.4.S.6.7.*1.2.3,4,5. 

11.10.11. 10.9.10. 4.3.4. 3.2.3. 2.1.2. 8.7.8. 7.6.7. 

*1.2.3.4.** 5.6.7.*8.9.10.11,12.13.14/11.3/0,4/1, 
**8/5.9/6,10/7.4.3.2.1.0.6.5. 4,3,2, 

1,0.6,5.11,10, 4.3.2, 8.5.8. 7,4.7. 13.10.13. 
2.5,2, 6,3,5, 7,4.6. 8,5.7. * 9.6.8. 

10.7.9,11,8.10. ruse of both clefs); 0/9/0/0. 1/9/1/0. 
3/9/3/0. 4/9/4/0. 3/9/3/0. 1/9/1/0. 4/9/4/0. 3/9/3/0. 
2/9/2/0. 8/9/8/0. 7/9/7/0. 6/9/6/0. 
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Line 28 

Line 29 

10/9/10. 9.8. 2.1.0. 5.4.3. 2.8.7.6.5. 11/8/7. 
10.4. 3.2.1. 7.6.5. 11.10.9. 3/5/7. 
**2.1.0. 6.5.4.3.9. 

8.7.6. 12.11. 5.4.3. 

Observations: 

This seventh section has several passages employing chromaticism, imitation, 

sequential patterns and tone rows. The most pronounced similarity between the 

Cadenza for Viola Solo and Concerto for Viola appears in the chromaticism peppered 

throughout sequences, lines, and motives. A complete twelve-tone row can be found 

in line 65 of the Concerto for Viola and in line 25 of the Cadenza for Viola Solo. 

The rows are boxed in each example. 

Concerto for Viola : 

Line 65 9/9.6.7.8.9.10.11.12.13.14. 

**3.4.5.11.12.13.2.3.4.5.6.7.^1.2.3.4.5. 

Cadenza for Viola Solo 

Line 25 *1.2.3.4.** 5.6.7.*8.9.10.11.12.13.14 11.3/0.4/1. 

**8/5.9/6.10/7.4.3.2.1.0.6.5. 4.3.2. 

The use of chromaticism continues to be seen in Line 37 of the Concerto for Viola 

and with a similar sequence in Line 24 of the Cadenza for Viola Solo. Note how the 

numbers align when arranged in a different configuration. The triplets have been 

slightly reordered to show the chromaticism. 
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Viola Concerto: 

Line 48 5. 2. 5 
6.| 3. 6 
7.1 4. 7 
8 . 1 !  5. 8 
9.|| 6. 9 

I I  

Cadenza for Solo Viola: 

Line 11 6.tt 3. 5 
7, 4, 6 

7 
9, 6, 8 

10.fl 7. 9 
ll.| 8. 10 

11 

The sequential triplets used in both works employ different intervals, but they maintain 
the same relationship. Line 48 of the Viola Concerto is shown; note the third relationship 
of the intervals. Lmc 24 oi\htCadenm for Solo Viola is shown; note the minor second 
relationship of the intervals. 

Viola Concerto: 

Line 48 *9.6.9. 8.5.8. •• 14.11.14 13.10.13. 7.4.7. 
6,3.6, 5.2.5 

Cadenza for Solo Viola: 

Line 24 11.10.11. 10.9.10. 4.3.4. 3.2.3. 2.1.2. 8.7.8. 7.6.7. 



91 

SECTION VII 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

The seventh section in the Cadenza for Viola Solo can be viewed as the most 

exciting and technically challenging for a performer. The section begins by setting a 

whimsical mood in the eighth-note triplets. These triplets need to fjill lightly on the 

bow, and the left hand must exaggerate the vibrato. The next passage warms up the 

fmgers for the forthcoming octaves. This a tempo figure should be fingered 

43,2,1,2,1,1. The sixteenth triplets require a very agile bow arm as the low notes 

have a tendency to disappear on the ascent The octaves on the top of page six require 

complete relaxation in both hands. The left hand should be 'locked' in an octave 

position, yet flexible enough to shift and vibrate through the chromatic lines. The bow 

stroke should first sound the A string along with the octave, then while maintaining a 

pivot, pull against the open C string on a new bow. This octave section allows 

complete flexibility in terms of phrasing. A recommendation would be to accelerate 

into the final B-flat octave, lengthening the bow stroke throughout the build-up. The 

seventh section contains a tremendous passage for any viola player. Though 

Penderecki has written high in the register, he provided the richer strings the 

opportunity to deliver the notes, rather than using the more nasal sounding A string. 

This seventh section is the true climax of the piece on several levels. 
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SECTION VIII 

Structure Chart of the Cadenza for Viola Solo and Concerto for Viola 

The final section provides the material to create an arch form for both works. In 

the Cadenza for Viola Solo and Concerto for Viola, motives and phrasing are brought 

back to complete the final statement The falling minor second which permeated the 

openings, again reappears in a "longing" gesture. In the Cadenza for Viola Solo this 

motive is transformed into a line of artificial harmonics, crying out two octaves higher 

then usual, for one last time. The last few bars end on a descent and use the first notes 

of the piece in a slow, dying manner. This last section is truly an exhausting ending for 

the performer. 

The Concerto for Viola opens with Section VIII: 

liB ~ 

4"U v g 'r j 0 j , f 

sostenuto 

uJ]) ' I ' t]-

' .3D I! t 
1Llt ' 

@ v v 
, I& J' , "~ ' 

j a v, ~~ 

br 
- ..--....... ..--.....r.l 
~ ~ 0.. 0.. 

11 E gc· 
I 

FP 

Fig. 25. Krzysztof Penderecki, Concerto for Viola and Orchestra, lines 113-116. 
©Copyright 1987 B. Schott' s Sohne, Mainz All Rights Reserved Used by permission of European 
American Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott' s Sohne, Mainz 

II 



93 

Following is a fundamental chart of Section VIII for the Concerto for Viola: 

Section VTII 

I Structure 

Barfines 4/4 and 3/4 
alternating 

No key signature 

Motives 

Minor seconds 
Chromatic 

Note durations 

Eighth notes 
Quarter notes 
Whole notes 

Gllmp^s of the 
beginning rriotive 

Musical Elements 

jl liernpo/Rhythm 

Dying out towards the 
end - but on an ascent 

Use of all strings 
Ends on a high D 

Sostenuto 
Rubato last few 
measures 

43ynamlcs/ Articulations 

None marked until last 
three bars - pp 

Smooth and ctoloe Last note of piece is a 
D 

Performance Analysis 

I Firtgenngs \ 
The last note of the 
piece should fall on 
a third finger 

liitG Wbn 
Use the printed up 
bows as notes 
leading to the minor 
seconds 

The bow controls the 
mood and gesture of 
the ending 
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These musical elements appear only in the Concerto for Viola: barlines; time signatures; 

whole notes; rests for the orchestra to play; ascending passage at the end. 

The Cadenza for Viola Solo Section VIII: 

-
~b''£5 t ~~n t ~~~ ~;__- r ~u , , '? df ~~~ ~ot- - 1 ~~ • 11 

r 1P :::::::::=- PPJI::=::-

Fig. 26. KrzysztofPenderec~ Cadenzafor Viola, lines 29-34. 
0 Copyright 1986 B. Schott's Sohne~ Mainz All Rights Reserved Used by permission ofEuropean 
American Music Distributors Corporatio~ sole U.S. and Canadian agent for B. Schott's Sohne, Mainz 
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Following is a fundamental chart of Section VIII for the Cadenza for Viola Solo 

Section VHI 

Nobarlines No time signature No key signature 

Motives 

Minor seconds 
Cfiromatic 
Major sevenths 

Bghth notes 
Quarter notes 

D 
Mimic of first section 

Musical Elements 

I: Phraang^: 
A few climaxes, then 
dying out at the end 
Descending last 
notes 

Use of all strings 

ll̂ po/Rhythmi 
Begins Tempo I, but 
leading Into final few 
bars - rubato 

ISynamtcs 

None marked until tl̂ e 
end - last notes are 
pp and ppp 

Articuiatton :̂ 

Pesante and 
mysterious at the very 
end 

Last statement of the 
work recalls the 
beginning, - uses that 
motive until the end 

Performance Analysis 

J 
Olfficutt chords in Line 
31,32 
Hand must be set in 
5th position 

' AillculitloM 

The harmonics at the 
end should be the last 
calling - vibrate 

hr Bowings; 
Bow controls the 
rTKX)d and gesture of 
the end 
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These musical elements appear only in the Cadenza for Viola Solo: no barlines; no time 

signature; major sevenths; harmonics; the piece concludes on a descending line. 

The box below contains elements that exist in both the Cadenza for Viola Solo and 

Concerto for Viola: 

* Opening is a motivic figure of a minor second, consistently repeated 

•Chromatic 

* No key is dictated 

* Eighth and sixteenth notes 

* Use of all strings 

* Dynamic marking of pp 

* Pesante and mysterious at the end 



SECTION Vffl 

Numerical Analysis of the Cadenza for Viola Solo and Concerto for Viola 

Following is a numerical representation of pitches in the Concerto for Viola, Section VHI: 

Line 113 

Line 114 

Line 115 

Line 116 

Following is a numerical representation of pitches in the Cadenza for Viola Solo, 
Section VIII: 

Line 29 

Line 30 

Line 31 

Line 32 

Line 33 

Line 34 

* 6.5. 11.10. 9.3.2. 

Ij Tj 6^ 4.3.2. 4.3. 9.8.7. 8.7.7.6. 

•*12.11. 12.11.10. 11.10. 4i l_i 5i^*2jri 0 

6.5. 4i 7^ 2.3.9.10.11.14 

*3/2.2/2. 2/2.3/2.5/2.4/2.5/2.3/2.2/2. 
2/2.3/2.5/2.4/2.5/2.3/2.2/2.8/2. 

7/2.6/2. 7/2.5/2.4/2.5/2.4/2.10/2.8/2.9/2. 
10/2.12/2.11/2.5/7.8.4/9.3 3.2/4.1.5/7.8.4/9.3. 

6/8.5.11/12.13.10/13.9. 11/12.13.10/13.9.8.2.1.0. 
6.5.4.11/12.13.10/14.^8.7.6.5.11.10.4.5.* 

9/10.11.8/11.7. 9/10.11.8/11.7.6.1/2.3.0/4. 
10/9.12/9.1 L^12/9.1/2.3.0/4. 
* *2/11.2/12.2/13.3/2.2/2.2/8.7 

8/7.7/7. 7/7.8/7.10/7.9/7.10/7. 8/7.7/7. 
O O O O O O O  O O  O O O O  
8.10/7.9/7.10/7.8.7.13/7.12.11. 12.10/7.9/7.13/7. 

O O O O  o  o  
11.12. 10/7.9/7. 3/2.2/2. 3/2.2/2.8.10.**3/2.2/2. 3.2 
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Observations: 

The prominent correlation of these two final sections of the Cadenza for Viola Solo 

and Concerto for Viola is that almost every pitch has a minor second relationship to a 

proceeding or fc^owing pitch. Though these are camouflaged through registers, rests, 

haimonics, chords and tempo indications, they are seen in the following examples. 

Any pitch that does not have a relation of a mincn: second has been highlighted and boxed. 

Note the infiequency of such notes: 

Concerto for Viola: 

Line 113 * 6.5, 11.10. 9.3.2. 

Line 114 1^ 6 , 5 ,  4.3.2. 4.3. 9.8.7. 8.7.7.6. 

5 ^ » 2 ^  0  Line lis **12.11. 12.11.10. 11.10. 

Line 116 6.5. 7^8^ 2.3.9.10.11.14 

LL, 

Cadenza for Viola Solo: 

Line 29 *3/2.2/2. 2/2.3/2.5/2.4/2.5/2.3/2.2/2. 

Line 31 

Line 32 

2/2.3/2.5/2.4/2.5/2.3/2.2/2^/ 2 

Line 30 712,612, 7/2.5/2.4/2.5/2.4/2 .J (g/ 2.8/2.9/2. 

10/2.12/2.11/2.g/ 7.8.4/9.3 3.2/4. l.g/ 7.8.4/9.3. 4 

6/8.5.11/12.13.10/13.9. 11/12.13.10/13.9.8.2.1.0. 
6.5.4.11/12.13|J(P/|14.**8.7.6.5.11.10.4.5.* 

9/10.11.8/11.7. 9/10.11.8/11.7.6.1/2.3.0/4. 
10/9.12/9.11/9.12/9.1/2.3.0/4. 
* *2/11.2/12.2/13.3/2.2/2.2/8.7 

Line 33 8/7.7/7. 7/7.8/7.10/7.9/7.10/7. 8/7.7/7. 

8.10/7.9/7.10/7.8.7 J J/ 7.12.11. 12.10/7.9/7 >J^/ 7, 

Line 34 11.12. 10/7.9/7. 3/2.2/2. 3I2,2I2JSA(I). **312,212, 3.2 



99 

SECTION VIII 

Performance Analysis of the Cadenza for Viola Solo and Concerto for Viola 

In both the Cadenza for Viola Solo and Concerto for Viola the ending marks the 

return of the beginning motives. The final section creates the arch form for the piece. 

Therefore, the performer must elicit the same mysterious quality created by the minor 

second at the very beginning of both works. In the Concerto for Viola the printed up 

bows should be used to assist the destination of the minor seconds. The bow controls 

the mood and gesture of the last note. This last high D should be played with vibrato 

to create an almost eerie underwater sound. One should play this last passage as if it 

were the last breath. 

The final section of the Cadenza for Viola Solo poses a few technical challenges in 

the chords and harmonics. The chords in lines 31 and 32 should be played in fifth 

position, always monitoring the slight movement of the fingers within this position. 

The harmonics need to fail on the D string, so that the open G string sounds. The 

technique for effectively delivering this harmonic passage lies in the placement of the 

bow to sound the open G first then to leave that string to place the harmonic. 

Penderecki's intentions are that all the harmonics remain on the D string, so that this G 

is the only note heard. If a player attempts to 'cheat' and play these harmonics on the 

A string (which is much easier), the open D string would soimd as one were crossing 

the bow from G to A. 

The last line of the piece is completely free in form and tempo. A performer should 

attempt to place himself in the mind of a person slowly leaving this newly found 

world. There should be a longing, pleading sound quality in the final minor second 

motives. 
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SUMMARY 

The purpose of this study was to determine the musical, structural, and intervailic 

relationship between Krzysztof Penderecki's two works for viola, the Concerto for 

Viola and Orchestra and Cadenza for Viola Solo. The comparison of the Concerto 

for Viola and Cadenza for Viola Solo has been discussed in three sections. First, the 

two works were divided into logical sections and compared to one another in a 

parametric structure chart. These musical and structural analyses of the Concerto 

for Viola and Cadenza for Viola Solo were then represented in flowcharts. These 

flowcharts depicted the similarities and dissimilarities between sections, the merging 

of one section with another, and the formal structure of the two works. These 

flowchart established a general connection between both works. The following were 

identical characteristics found in the Concerto for Viola and Cadertza for Viola Solo. 

Section I: 

Opening motivic figure of a minor second, consistently repeated; first ten notes 

identical; no key is dictated; no barlines are given in the first two lines; the tempo of 

Lento is written; the dynamic marking of p, espressivo is given; treble clef indications. 

Section II: 

No barlines, time signature, or key signature; intervals - sequential half-steps, 

chromatic motives, many chords; several small climaxes leading to either a chord note 

or sequence that includes a minor second; alternation between alto and treble clef; 

marked Forte throughout; technique of sustaining a pedal tone while other notes are 

played simultaneously. 
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Section HI; 

No key signature; sequence of ascending motivic figure; consistent chromatic down 

bow notes and chords; minor second relationsiiips; dynamic indications from piano 

to forte. 

Section IV: 

No key signature; motives get longer each time they are repeated; phrasing; dynamic 

marking of forte\ the tempo of Vivace is indicated. 

Section V; 

No key signature; chromatic intervals and large intervallic leaps; sixteenth note triplets; 

triplet pattern used throughout; difficult to direct phrasing because of large leaps; use 

of all strings, and climax very high in register; Vivace, restless feel; switches 

frequently between treble and alto clefs. 

Section VI: 

No barlines, lime signature, or key signature indicated; minor seconds, large leaps, 

and chromatic lines; eighth and sixteenth notes; pedal tone; transitional passage. 

Section VII; 

No key signature; thirds; climax; use of all strings; several tempo indications; no 

dynamic markings. 

Section VIE; 

Opening motivic figure of a minor second, consistently repeated; chromatic; no key is 

dictated; eighth and sixteenth notes; use of all strings; dynamic marking of pp; Pesante 

and mysterious at the end. 
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The second analysis assessed both works using a specific numerical 'key'. This 

numerical process took the structural chart evaluation to the next level of specific 

integral correlations between the two works. The following were identical 

characteristics found in the Concerto for Viola and Cadenza for Viola Solo. 

Section I: 

The numerical representation of the Viola Concerto and the Cadenza for Solo 

Viola demonstrates the extensive use of small intervals. The motivic falling minor 

second, though depicted in several registers, is a consistent feature in both works. 

Section II: 

The numerical representation of the Viola Concerto and the Cadenza for Solo 

Viola demonstrates the extensive use of small intervals, sequences, and repetition of 

motives. The motivic falling minor second, though depicted in several registers, is a 

consistent feature in both works. The technique of sustaining the D pedal is 

consistent in both the Viola Concerto and the Cadenza for Solo Viola. The use of 

repetition to instill tension and produce a heightened climax permeates Section II of 

both works. Systematic use of chromatic lines is prevalent. 

Section III: 

The numerical representation of the Viola Concerto and the Cadenza for Solo 

Viola demonstrates the extensive use of sequences and repetition of motives. The 

motivic falling minor second and the pedal tone, though depicted in several registers, 

are consistent features in both works. The technique of sustaining a pedal tone is 

consistent through both the Viola Concerto and the Cadenza for Solo Viola. The 

pedal tone in the Viola Concerto is implemented in an ascending sequence of eighth 

note triplets. In the Cadenza for Solo Viola the pedal tone is delivered in a 

succession of down bow chords. 
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Section IV: 

This fourth section of the Cadenza for Viola Solo and Concerto for Viola is 

laden with the use of a pedal tone. Another interesting recurrence is Penderecki's 

use of the chromatic line in opposition to the stable pedal tone. The chromatic line is 

used playfully, in that Penderecki hints toward a sequence, then a reversal of the line, 

or the repetition of the same notes. 

Section V: 

Section five presents, for the first time, a complete tone row, including all twelve 

pitches, in Line 27 of the Concerto for Viola and a row inclusive of pitches 1-10 in 

the Cadenm for Viola Solo. Points of complete imitation in terms of sequencing 

occur several times. Two patterns from the Concerto for Viola are mimicked in the 

Cadenm for Viola Solo. Though the Cadenza for Viola Solo uses different pitches, 

the intervallic relationship and the three note phrasing are identical. 

Section VI; 

This sixth section incorporates the use of pedal tones and imitation in both the 

Cadenza for Viola Solo and Concerto for Viola. Both works use a D and G pedal. 

In the Cadenza for Viola Solo there is a figure that uses the same pitches of those 

found in the Concerto for Viola. Another interesting recurrence in this sixth section 

is Penderecki's use of the chromatic line in opposition to the stable pedal tone. The 

chromatic line is used in a sequence, then a reversal of the line, or repetition of the 

same notes. 

Section VII: 

This seventh section has several passages employing chromaticism, imitation, 

sequential patterns and tone rows. The most pronounced similarity between the 

Cadenza for Viola Solo and Concerto for Viola appears in the chromaticism peppered 

throughout sequences, lines, and motives. A complete twelve-tone row can be found 
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in line 65 of the Concerto for Viola and in line 25 of the Cadenza for Viola Solo. 

The use of chromaticism continues in Line 37 of the Concerto for Viola and with a 

similar sequence in Line 24 of the Cadenza for Viola Solo. The sequential triplets 

used in both works employ difierent intervals, but they maintain the same relationship. 

Section VIII: 

In this last section, the prominent correlation is that almost every pitch has a minor 

second relationship to a proceeding or following pitch. These minor seconds are 

camouflaged through registers, rests, harmonics, chords and tempo indications. 

The intervallic comparisons produced consistent correlations between the two 

works that could not have been acquired through the other methods of analyses. 

The application of the integer analysis provided the irrefutable conclusion that the 

Concerto for Viola and Orchestra and Cadenza for Viola Solo are related on an 

intervallic level. 

The third analysis provided a performance guide to assist a performer in 

developing more insight and understanding of the viola's individual qualities. 

Through a performer's perspective, the evaluation of these works will aid in future 

performances and compositions of this caliber. It can be stated without question 

that because of the technical and musical demands placed on the violist, Penderecki 

has established a level of virmostic refinement for this instrument. Evaluating these 

works fi-om a performer's perspective further confirmed my initial suspicion that 

these works, though independent, are related musically and structurally. 

This has been a rewarding investigation, as the evaluation process has clearly 

documented that indeed the Concerto for Viola and Orchestra provided the 

compositional impetus for the creation and performance of the Cadenza for Viola Solo. 
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APPENDIX A: PERMISSION FOR USE OF COPYRIGHTED MATERIAL 

This document reproduces musical excerpts from: 

Krzysztof Penderecki, Anaklasis, © I960 by Moecic Verlag © renewed. 
AH Rights Reserved Used by permission of European American Music 
Distributors Corporation, sole U.S. and Canadian agent for Hermann Moeck Verlag. 

Krzysztof Penderecki, Dimensions of Time and Silence, © 1961 by Moeck Verlag © 
renewed. All Rights Reserved Used by permission of European American Music 
Distributors Corporation, sole U.S. and Canadian agent for Moeck Verlag. 

Krzysztof Penderecki, Flourescences, © 1962 by Moeck Verlag © renewed. 
All Rights Reserved Used by permission of European American Music 
Distributors Corporation, sole U.S. and Canadian ̂ ent for Moeck Verlag. 

Krzysztof Penderecki, Paradise Lost, © Copyright 1978 by B. Schott's Sohne, Mainz. 
All Rights Reserved Used by permission of European American Music 
Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz. 

Krzysztof Penderecki, Concerto for Viola and Orchestra, © Copyright 1987 B. 
Schott's Sohne, Mainz. All Rights Reserved Used by permission of European American 
Music Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, 
Mainz. 

Krzysztof Penderecki, Cadenza for Viola, © Copyright 1986 B. Schott's Sohne, Mainz. 
All Rights Reserved Used by permission of European American Music 
Distributors Corporation, sole U.S. and Canadian agent for B. Schott's Sohne, Mainz. 

European American Music Distributors Corporation also grants permission for the 

placement of one copy of this doomient with University NCcrofilms, Inc., Ann Arbor, 

Michigan, for single reproductions for scholarly use only. The author can provide copies 

of the letter from European American Music Distributors Corporation, granting 

permission to use this copyrighted material upon request. 
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